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Herein lies the journey of change, from being 
a frustrated and isolated designer, to finding a 
connected practice expressing my personal values. 
Much was learnt on the journey regarding the nature of my 
practice and how it changed, about sustainability and what it 
means for my practice, tactics, framing and the recognition 
of a greater potential of my communication design practice 
beyond material considerations to be com ing a device for 
connection leading to a more sustaining practice.
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This is not how I understood my research or my dissatis­
faction in the beginning.
It has taken some time for me to uncover my motives 
and values and redirect my practice to being one that is 
satisfying. The outcome of my research does not provide 
any ecological checklists for communication designers. 
I do not describe the best paper and ink to use. Many of 
these aspects of communication design practice are now 
covered in online resources such as Design by Nature (Carlile, 
2005–2008), Lovely As A Tree (Clark, 2005–2008) and 
even more recently Aaris Sherin’s book: SustainAble (Sherin, 
2008). As I discovered through a critique of my projects, 
material considerations such as paper and ink choices for 
communication design practice are more complicated than 
they first seem. Instead, through my research findings I 
hope to help designers think about their role in a global 
context – the connectedness of design practice, and to make 
some of these decisions for themselves. 
Where the research began and how it changed
I came to this study uncertain about my future in design. 
I had been unhappy with my professional practice. I had 
searched for mentoring and professional development in 
industry but I was dissatisfied with the design direction I was 
given. I had already begun to seek inspiration elsewhere; 
initially this came in the form of street art.
So it was that my research began with a disinterest in, even an 
aversion to commercial design practice, which I associated 
with reactive design based purely on client directives that 
disregarded – even conflicted with – my personal values. 
In my early research title, I wanted to subvert design as I 
understood it at that time:
“Subversion by design / Of no commercial value:
Exploration of the area of subversion by design, how design and consumerism 
might be subverted to encourage thinking and dialogue. (to be restated)”
(Graduate Research Conference, first presentation, RMIT, May 2005)
01. Introduction
Title
Cultivating tactics for a change in practice:
A designer’s quest to merge personal values with communi­
cation design practice, and what happened along the way…
Research questions
What happens when a communication designer attempts to 
merge personal values with design practice? 
What issues and challenges arise and how might a designer 
deal with these challenges?
What this research is about
This research is about a journey of change. This text tells 
the story of the evolution of my practice from being one of 
isolation and disillusionment, to becoming one of meaning 
and personal and professional satisfaction. Frustrated and 
confused I had a gut feeling that something had to change. 
I came to understand that values were the catalyst and the 
means for realising this. Back then, at the beginning of this 
research, my personal values were left at the door of the 
design studio, yet I yearned for something more. I needed 
greater integration between who I was as a person, and how 
I practiced design. Identifying and articulating these values 
has become central to this research project.
This research is also about a search for inspiration, mentors 
and models by which to practice communication design in a 
way that is aligned with my personal values regarding social 
and environmental issues, and subsequent development of 
a language and literacy to engage with this field.
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positions it as inspiration for any audience. I 
was effectively facilitating its co­option. I had 
unwittingly played the role of a cool hunter*.
In a charming book The Guerilla Art Kit, a DIY of 
street art, the author eloquently describes the 
inspiration of urban art that I strongly related 
to, including how she defines guerilla art and 
what it means for her. For her the message is 
not nearly as important as the medium: the 
medium is an act political enough to sustain her (Smith, 
2007, p.13). Unlike Smith however, the medium of street 
art, or urban installations, was not political enough to 
sustain me, or my interest. As I engaged in the medium my 
interest waned as I struggled with what I wanted to say. What 
mattered enough for me to spray or paste onto a wall? 
The street artists around me came from diverse backgrounds. 
Design, art and non­visual backgrounds too. Many were 
my age, many were young and just finishing studies or 
starting design careers. Naturally these street artists wanted 
to become successful and earn a living from what they love 
to do. The practice was not just about the message on the 
wall, but also about promoting the art and the artists. The 
unpleasant associations with commercial practice were still 
fresh in my mind; I was more interested in the message on 
the wall. While I struggled with issues of the commercial, 
non­commercial, and self­expression, instead what was 
happening was a paring away to what was really important to 
me, finding what I was truly interested in.
Initially, I grappled with these ideas and worked through 
them in my first two projects meme and Typing Pool which are 
described in chapter 03: Where’s the undo?
Then things started to change. Reflection, critique, cha­
llenges and new sources of inspiration all lead me to question 
what I was doing, what it meant and eventually what mattered 
to me. My practice and research changed direction:
A number of assumptions in my earlier practice were based 
on my previous work experiences. My initial approach 
marked a rejection of these disappointing experiences and 
a desire to practice in a radically different manner. The 
assumptions I had about design practice included ideas 
that designing for more meaningful causes meant donating 
your time to do pro bono work. Expressing values­based 
concerns was something to reserve for non client­based, 
personally driven conceptual work. 
Of course I didn’t see it this clearly then. All I wanted was to 
be doing something different. This translated into a radical 
rejection of my past design practice and a shift to an art 
gallery setting for my design work in an attempt to mark a 
new phase of my design practice.
I drew inspiration from my contemporaries who had hybrid 
design/art practices. I was drawn to street art culture and 
what seemed like its potential to give a voice to the creator; 
but because I was rejecting my old practice I loathed the idea 
of the commodification of street art.
In particular I was inspired by three­dimensional street art. 
Upon seeing these pieces I felt a very tangible connection 
with an unknown person. It was like the artist was reaching 
out even further than the stencils and paste­ups to more 
actively call for attention. I wondered what it was trying 
to say to me? What did it mean to me? I was so inspired 
and excited by something that seemed un­co­optable 
that I started a website to document and celebrate the 
phenomena: www.urbaninstallation.com. I even created some of 
my own urban installations (fig 1.1, p.7).
This was the beginning of my search for something to 
identify with and to be part of. I was clinging onto something 
I felt was special; something that I hoped could not be 
co­opted into advertising. I liked it because the objects on 
the street seemed to be devoid of commercial gains. The 
sad irony I didn’t realise at the time was that my practice 
of documenting and publishing the phenomena inevitably 
01. Introduction
Cool Hunting
Cool Hunting is the activity 
of observing youth culture for 
what are the latest and coolest 
trends. This information is sold 
to corporate companies to help 
develop branding and marketing 
strategies (Klein, 2002).
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way of exploring the value of reflection upon practice as a 
means to critically evaluate the changes that took place in the 
research. My own reflective mapping may serve as inspiration 
for other designers to find ways of visually understanding 
and communicating changes in practice. Noticing (see 
chapter 02: Methodology) as a method of reflection may also 
provide designers with ideas on how they might monitor or 
identify challenges and opportunities for change.
What is in this submission
This submission is in three parts. 
Part 1: Firstly, contains the 
01. Introduction 
02. Methodology 
Part 2: Project Narratives, contains four main project 
chapters, interspersed by two linking chapters (highlighted 
in italics).
03. Where’s the undo?
04. Did someone die?
05. Is it fun being you?
06. Why aren’t you gluing it down?
07. What happens when we reach 100%?
08. Where did you get those?
The project narratives describe the development of my 
projects, the incidents that provoked shifts in my thinking 
and my practice, and critical reflection of these shifts in 
relation to theory. 
Chapter 03: Where’s the undo? describes my first two 
projects meme and Typing Pool. 
Chapter 05: Is it fun being you? marks the shift towards an 
environmental agenda through the project The Wishing Tree 
at the 2006 Sustainable Living Festival. 
After reflection and critique my next experiment The 
Interdependence Mandala for the 2007 Sustainable Living 
“How might a communication designer lead a more environmentally and 
personally sustainable creative practice? OR The adventures of an ecologically 
conscious communication designer and what I’ve learned so far.”
(Graduate Research Conference, fourth presentation, RMIT, October 2006)
The tale of this new journey begins in chapter 04: Did some­
one die?, and concludes in chapter 08: Where did you get those?
It was through seeking inspiration to feed the shift in my 
practice that my values began to emerge through the projects 
and sustainability became the core focus of my research.
Why does this research matter?  
The value to the reader
An abundance of professional resources are now available 
for the communication designer to make their practice 
more sustainable. But changing a design practice in this 
direction can be more complex than it first appears. The 
story of my own journey in this direction provides insights 
into the unexpected challenges of a changing design 
practice. The tactics (see chapter 02: Methodology) identified 
through the process of change, may serve as inspiration for 
other designers dealing with situations that seem difficult to 
confront, offering ideas of alternative ways communication 
design might be practiced.
Academic theories encountered on my journey and related 
here provide insight into sustainable design theory and 
sustainability issues as applied to my design practice. It 
offers other designers another view into the more complex 
and sticky side of sustainability beyond issues of paper and 
ink, leading toward more philosophical considerations 
and sustainable design conundrums. Design approaches 
such as permaculture, have provided inspiration for other 
possibilities for design practice.
The reflective diagramming of my journey and projects 
(described in chapter 09: Reflective Mapping), have been my 
01. Introduction
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Festival is described in chapter 06: Why aren’t you gluing 
it down?
Interspersed between the project narratives, the linking 
chapters represent phases of change in my understanding as 
told through reflection upon incidents and readings. 
Chapter 04: Did someone die? relates a critical shift towards 
environmental objectives in my practice. 
After additional project work and reflection, chapter 
07: What happens when we reach 100% efficiency? describes my 
struggle with sustainability principles in practice and 
how I attempt to resolve my confusion.
Part 3: Finally, contains the reflective mapping chapter 
and the conclusion.
09. Reflective mapping
10. Conclusion
Chapter 09: Reflective Mapping explains the development 
of a thinking tool for mapping my design projects in 
a global context, which also assisted reflection on my 
practice in relation to theory. A separate section of terms 
supporting this chapter may be found toward the end of 
this document (p.151).
Chapter 10: Conclusion summarises the changes in my 
practice and what I have come to know through this 
research.
Following this are: the Mapping terms section which supports 
the Reflective mapping chapter, References and the fold out of the 
maps.
02
methodology
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How I did the research (methods)
A variety of methods were employed in my research.
Design process
Using sketchbooks, visual diaries, and blogging helped to 
develop my project ideas, as well as the design and making 
of artefacts.
The making of objects, imagery and interactive pieces 
(to engage people through intellectual and physical inter­
action) was itself a reflective and meditative process. As I 
was immersed in the process of making I was creating the 
time and space for thinking deeply about the ideas I was 
grappling with. With design projects long since completed, 
this making is also present in the reflective mapping and 
diagramming described below. 
Engagement through design artefacts
My reasons for designing interactive works and three­
dimensional objects as vehicles for my communication were 
never completely resolved in the project. My projects have 
not been the traditional kind of communication design 
practice I was taught in my studies. Back then it was about 
posters, packaging, books, magazines, and logos. 
Some of my projects here include these more traditional 
communication design practices within them: websites, 
tags, cards. But these artefacts were incidental to the 
projects, which were more sculptural, event, and product 
design. While these are not what are traditionally defined as 
communication design artefacts, these were always created 
with the intention and aim of engaging and communicating 
with an audience on a particular topic. 
The artefacts were designed to involve. They invited par­
ticipation and contribution, and through this engage ment 
I hoped to communicate the ideas of the project in a more 
02. Methodology 
Methodological approach
The methodology for this research is design practice. 
The research has been undertaken through a series of 
communication design projects that have been informed 
by design and non­design theory, as well as artistic and 
cultural influences.
Schön promoted a demystification of professional practice 
by observing the ways professionals think in action (Schön, 
1983), grounded in the fact that real world action faces 
complex and sometimes difficult to define problems 
for which there are not always predetermined answers. 
Reflection on what is done leads to insights for future 
practice. 
In my own research the reflection on action of my earlier 
projects helped me identify a finer layer of experiences and 
outcomes from the work. In my later projects reflection on 
action was joined by reflection in action, during the development 
of projects. This occurred as insights while completing 
projects. This is an example of what Schön describes as the 
situation talking back (ibid, p.79). While there may have 
not been enough time or opportunity to act upon these 
insights during some of these projects, these certainly lead 
to deeper reflection upon the events and were food for 
future projects.
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workshops, lectures, and participation in courses. These 
events provided important additional information sources 
which helped add to my knowledge as well as provide 
different perspectives and approaches to working towards 
sustainable outcomes.
Documentation of projects 
Documentation was conducted through: 
•	 photography,	sometimes	video,	
•	 blog	and	journal	writing	(capturing	my	thoughts	during	
project development and after completion), 
•	 project	artefacts	(such	as	web	sites	and	objects	the	
audience contributed to), and 
•	 project	proposals	(which	capture	the	original	intentions	
of projects). 
By far the most useful of these was the documentation 
through photography, which aided a return to the project, 
like a step back in time. This was helpful for later reflection 
through a comparison of the time of the project and how I 
look back upon it from a different perspective.
Project artefacts containing audience input helped me to 
critique my projects against my intentions and then how 
the work was received and responded to, such as the meme 
remix collage that resulted in, for me, an unexpected wall 
of culture jammed logos, or the Typing Pool project which 
contains responses from a frustrated audience (one of my 
intentions) but also creative and positive input (covered in 
chapter 03: Where’s the undo?).
Reflection in action through the development of The Wishing 
Tree project, assisted by reading Cradle to Cradle (McDonough 
& Braungart, 2002) at that time challenged my ideas 
underlying the creation of The Wishing Tree and directed me 
on a path to further realisations of the challenges and 
complexity of trying to “be a green designer”.
engaging way. In a sense I was looking for tactics (see p.22) to 
engage my audience.
This form of making is for me part of my own creative skill 
set and draws upon my own skills in interaction design. 
It is also influenced and informed by the work of my 
contemporaries who inspired me. Also in part it was driven 
by my gut feeling that addressing the paper and ink (one of 
the main vehicles for communication design output), was 
not going to be enough. It reveals my constant search for 
what would make my practice a sustainable design practice. 
Engaging the audience in activities and asking for their 
contributions to the work, was my way of involving others 
as active participants, rather than passive viewers of the 
research. My aim was to provoke deeper reflection and 
engagement on the themes presented to the audience. 
This approach to my work was not supported or enhanced 
through any theoretical readings as my concerns with 
environmental issues and developing my understanding 
of sustainability took priority in my research. As described 
above in my design process, this form of making also gave 
me the time out to think and consider the issues I was 
grappling with in a more complex way.
Ultimately I returned to a very graphic approach of mapping 
and diagramming of my journey and reflection which en­
abled me to make sense of what I had been investigating. This 
research has involved me in exploring the communicative 
aspect of communication design. I have done this through 
non­standard methods (installations, events, products) and 
it is through these material investigations I have discovered 
the significance of the immaterial. These mappings helped 
me make sense of this and provided me with a way to 
communicate this to others.
Readings
Readings that influenced my thinking were not only 
books and academic papers, but also events such as films, 
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shifting practice and also for the challenges they made upon 
my thinking that pushed my work further. 
The noticing of these questions then became an important 
tool to deepen my thinking and direct my critical reflection 
and used as chapter headings to help frame the narratives 
of the projects. Noticing became a way to order and make 
sense of the evolution of my research.
Some of the questions were: 
Did someone die? (chapter 04) asked by a stranger passing by 
Civil’s exhibition opening at Centre Place, which helped 
spur reflection on what mattered to me, and provided an 
influence for my change in focus.
Is it fun being you? (chapter 05) asked by a schoolboy as I 
assembled The Wishing Tree at the 2006 Sustainable Living 
Festival, which frames the change that was taking place in 
my practice.
Identifying such questions posed by others lead to the 
noticing of my own questions arising from the research:
What happens when we reach 100% efficiency? (chapter 07) was 
the question I asked of Frank Fisher at a fundraising 
screening of peak oil documentary A Crude Awakening, 
(Fundraising screening of A Crude Awakening by Association 
for the Study of Peak Oil, 5 June 2007, Cinema Nova, 
Melbourne).
My own questions help signify the issues I began to grapple 
with when considering sustainability in my design practice.
Critique of other projects
Observation of design artefacts and critiquing these in 
terms of sustainable design practice helped me reflect upon 
the complexity of such a practice.
One example was work by design and marketing company 
Digital Hive, promoted as an “ecological” design and 
marketing studio. A piece in their online folio is a design 
for frozen vegetarian kosher food Soul Vegetarian (DigitalHive, 
2007). To me it seemed only to be a clever marketing exercise 
in expanding a client base rather than anything to do with 
sustainability or sustainable design. It might be vegetarian, 
but frozen food that can be mail ordered across the United 
States seems contradictory to other sustainability principles 
(such as food miles, see p.76). It seems more like confusion 
of values, that “vegetarianism” automatically makes this an 
ecological client and thus design.
While I was learning enough about sustainability to be deeply 
critical of this kind work, at the time I was not necessarily 
able to propose and articulate a better way of working.
Noticing
Mason describes noticing in research, and also noticing as 
a form of research, proposing that the development of 
one’s expertise is to “…try to notice, to try to catch oneself 
caught in a reactive habit which might be fruitfully turned 
into a creative response every so often” (Mason, 2002, 
pp.178–179).
In my own research noticing was not a deliberately chosen 
method. It did not occur until much later with the help 
of peer critique and discussion. The noticing in my research 
took the form of questions I encountered as little surprises 
throughout my project activity. Some were recorded at the 
time but were not noticed until peer discussion, when some 
other poignant questions were revealed. These questions 
were noted, then later noticed as significant moments in my 
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Reflection 
Initially reflection was captured through writing in a blog 
and paper­based journal, although due to being new to 
the practice of reflection, these did not achieve the depth 
required to uncover anything significant in my research.
Assistance (or prodding) came in the form of peer critiques, 
where questions challenged my assumptions and helped 
refine reflection.
Reflection was also conducted through diagramming. 
Early maps of my research were merely documentary at 
first: listing what happened when. Repeated attempts, and 
finally towards the end of the research with diagramming 
(conducted more critically against readings and influences) 
enabled a more accurate view of the changes in my practice 
and how it was informed. This diagramming (described 
in chapter 09) enabled a clearer communication of these 
changes.
The use of tactics
De Certeau’s tactics (de Certeau, 1984) was not a conscious 
method for my research. It was perhaps more of a gut 
feeling, through the pursuit of my projects and rejection 
of certain types of practice. The meaning of de Certeau’s 
tactics is described more in the conclusion (see chapter 10, 
p.130) Briefly, tactics is the word used to label actions of 
those in positions of weakness, to achieve certain aims or 
outcomes. Tactics are a way of making the best of a situation 
that is controlled or determined by the powerful. It was 
not until the end of my research, looking back during the 
final reflections, that I understood the meaning of tactics 
and recognised them in my own work. Tactics were the ways 
in which I found to progress through certain challenges in 
my projects.
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Festival is described in chapter 06: Why aren’t you gluing 
it down?
Interspersed between the project narratives, the linking 
chapters represent phases of change in my understanding as 
told through reflection upon incidents and readings. 
Chapter 04: Did someone die? relates a critical shift towards 
environmental objectives in my practice. 
After additional project work and reflection, chapter 
07: What happens when we reach 100% efficiency? describes my 
struggle with sustainability principles in practice and 
how I attempt to resolve my confusion.
Part 3: Finally, contains the reflective mapping chapter 
and the conclusion.
09. Reflective mapping
10. Conclusion
Chapter 09: Reflective Mapping explains the development 
of a thinking tool for mapping my design projects in 
a global context, which also assisted reflection on my 
practice in relation to theory. A separate section of terms 
supporting this chapter may be found toward the end of 
this document (p.151).
Chapter 10: Conclusion summarises the changes in my 
practice and what I have come to know through this 
research.
Following this are: the Mapping terms section which supports 
the Reflective mapping chapter, References and the fold out of the 
maps.
02
methodology
fig 2.1 Installation of The Wishing Tree
16 17
How I did the research (methods)
A variety of methods were employed in my research.
Design process
Using sketchbooks, visual diaries, and blogging helped to 
develop my project ideas, as well as the design and making 
of artefacts.
The making of objects, imagery and interactive pieces 
(to engage people through intellectual and physical inter­
action) was itself a reflective and meditative process. As I 
was immersed in the process of making I was creating the 
time and space for thinking deeply about the ideas I was 
grappling with. With design projects long since completed, 
this making is also present in the reflective mapping and 
diagramming described below. 
Engagement through design artefacts
My reasons for designing interactive works and three­
dimensional objects as vehicles for my communication were 
never completely resolved in the project. My projects have 
not been the traditional kind of communication design 
practice I was taught in my studies. Back then it was about 
posters, packaging, books, magazines, and logos. 
Some of my projects here include these more traditional 
communication design practices within them: websites, 
tags, cards. But these artefacts were incidental to the 
projects, which were more sculptural, event, and product 
design. While these are not what are traditionally defined as 
communication design artefacts, these were always created 
with the intention and aim of engaging and communicating 
with an audience on a particular topic. 
The artefacts were designed to involve. They invited par­
ticipation and contribution, and through this engage ment 
I hoped to communicate the ideas of the project in a more 
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Methodological approach
The methodology for this research is design practice. 
The research has been undertaken through a series of 
communication design projects that have been informed 
by design and non­design theory, as well as artistic and 
cultural influences.
Schön promoted a demystification of professional practice 
by observing the ways professionals think in action (Schön, 
1983), grounded in the fact that real world action faces 
complex and sometimes difficult to define problems 
for which there are not always predetermined answers. 
Reflection on what is done leads to insights for future 
practice. 
In my own research the reflection on action of my earlier 
projects helped me identify a finer layer of experiences and 
outcomes from the work. In my later projects reflection on 
action was joined by reflection in action, during the development 
of projects. This occurred as insights while completing 
projects. This is an example of what Schön describes as the 
situation talking back (ibid, p.79). While there may have 
not been enough time or opportunity to act upon these 
insights during some of these projects, these certainly lead 
to deeper reflection upon the events and were food for 
future projects.
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workshops, lectures, and participation in courses. These 
events provided important additional information sources 
which helped add to my knowledge as well as provide 
different perspectives and approaches to working towards 
sustainable outcomes.
Documentation of projects 
Documentation was conducted through: 
•	 photography,	sometimes	video,	
•	 blog	and	journal	writing	(capturing	my	thoughts	during	
project development and after completion), 
•	 project	artefacts	(such	as	web	sites	and	objects	the	
audience contributed to), and 
•	 project	proposals	(which	capture	the	original	intentions	
of projects). 
By far the most useful of these was the documentation 
through photography, which aided a return to the project, 
like a step back in time. This was helpful for later reflection 
through a comparison of the time of the project and how I 
look back upon it from a different perspective.
Project artefacts containing audience input helped me to 
critique my projects against my intentions and then how 
the work was received and responded to, such as the meme 
remix collage that resulted in, for me, an unexpected wall 
of culture jammed logos, or the Typing Pool project which 
contains responses from a frustrated audience (one of my 
intentions) but also creative and positive input (covered in 
chapter 03: Where’s the undo?).
Reflection in action through the development of The Wishing 
Tree project, assisted by reading Cradle to Cradle (McDonough 
& Braungart, 2002) at that time challenged my ideas 
underlying the creation of The Wishing Tree and directed me 
on a path to further realisations of the challenges and 
complexity of trying to “be a green designer”.
engaging way. In a sense I was looking for tactics (see p.22) to 
engage my audience.
This form of making is for me part of my own creative skill 
set and draws upon my own skills in interaction design. 
It is also influenced and informed by the work of my 
contemporaries who inspired me. Also in part it was driven 
by my gut feeling that addressing the paper and ink (one of 
the main vehicles for communication design output), was 
not going to be enough. It reveals my constant search for 
what would make my practice a sustainable design practice. 
Engaging the audience in activities and asking for their 
contributions to the work, was my way of involving others 
as active participants, rather than passive viewers of the 
research. My aim was to provoke deeper reflection and 
engagement on the themes presented to the audience. 
This approach to my work was not supported or enhanced 
through any theoretical readings as my concerns with 
environmental issues and developing my understanding 
of sustainability took priority in my research. As described 
above in my design process, this form of making also gave 
me the time out to think and consider the issues I was 
grappling with in a more complex way.
Ultimately I returned to a very graphic approach of mapping 
and diagramming of my journey and reflection which en­
abled me to make sense of what I had been investigating. This 
research has involved me in exploring the communicative 
aspect of communication design. I have done this through 
non­standard methods (installations, events, products) and 
it is through these material investigations I have discovered 
the significance of the immaterial. These mappings helped 
me make sense of this and provided me with a way to 
communicate this to others.
Readings
Readings that influenced my thinking were not only 
books and academic papers, but also events such as films, 
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shifting practice and also for the challenges they made upon 
my thinking that pushed my work further. 
The noticing of these questions then became an important 
tool to deepen my thinking and direct my critical reflection 
and used as chapter headings to help frame the narratives 
of the projects. Noticing became a way to order and make 
sense of the evolution of my research.
Some of the questions were: 
Did someone die? (chapter 04) asked by a stranger passing by 
Civil’s exhibition opening at Centre Place, which helped 
spur reflection on what mattered to me, and provided an 
influence for my change in focus.
Is it fun being you? (chapter 05) asked by a schoolboy as I 
assembled The Wishing Tree at the 2006 Sustainable Living 
Festival, which frames the change that was taking place in 
my practice.
Identifying such questions posed by others lead to the 
noticing of my own questions arising from the research:
What happens when we reach 100% efficiency? (chapter 07) was 
the question I asked of Frank Fisher at a fundraising 
screening of peak oil documentary A Crude Awakening, 
(Fundraising screening of A Crude Awakening by Association 
for the Study of Peak Oil, 5 June 2007, Cinema Nova, 
Melbourne).
My own questions help signify the issues I began to grapple 
with when considering sustainability in my design practice.
Critique of other projects
Observation of design artefacts and critiquing these in 
terms of sustainable design practice helped me reflect upon 
the complexity of such a practice.
One example was work by design and marketing company 
Digital Hive, promoted as an “ecological” design and 
marketing studio. A piece in their online folio is a design 
for frozen vegetarian kosher food Soul Vegetarian (DigitalHive, 
2007). To me it seemed only to be a clever marketing exercise 
in expanding a client base rather than anything to do with 
sustainability or sustainable design. It might be vegetarian, 
but frozen food that can be mail ordered across the United 
States seems contradictory to other sustainability principles 
(such as food miles, see p.76). It seems more like confusion 
of values, that “vegetarianism” automatically makes this an 
ecological client and thus design.
While I was learning enough about sustainability to be deeply 
critical of this kind work, at the time I was not necessarily 
able to propose and articulate a better way of working.
Noticing
Mason describes noticing in research, and also noticing as 
a form of research, proposing that the development of 
one’s expertise is to “…try to notice, to try to catch oneself 
caught in a reactive habit which might be fruitfully turned 
into a creative response every so often” (Mason, 2002, 
pp.178–179).
In my own research noticing was not a deliberately chosen 
method. It did not occur until much later with the help 
of peer critique and discussion. The noticing in my research 
took the form of questions I encountered as little surprises 
throughout my project activity. Some were recorded at the 
time but were not noticed until peer discussion, when some 
other poignant questions were revealed. These questions 
were noted, then later noticed as significant moments in my 
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Reflection 
Initially reflection was captured through writing in a blog 
and paper­based journal, although due to being new to 
the practice of reflection, these did not achieve the depth 
required to uncover anything significant in my research.
Assistance (or prodding) came in the form of peer critiques, 
where questions challenged my assumptions and helped 
refine reflection.
Reflection was also conducted through diagramming. 
Early maps of my research were merely documentary at 
first: listing what happened when. Repeated attempts, and 
finally towards the end of the research with diagramming 
(conducted more critically against readings and influences) 
enabled a more accurate view of the changes in my practice 
and how it was informed. This diagramming (described 
in chapter 09) enabled a clearer communication of these 
changes.
The use of tactics
De Certeau’s tactics (de Certeau, 1984) was not a conscious 
method for my research. It was perhaps more of a gut 
feeling, through the pursuit of my projects and rejection 
of certain types of practice. The meaning of de Certeau’s 
tactics is described more in the conclusion (see chapter 10, 
p.130) Briefly, tactics is the word used to label actions of 
those in positions of weakness, to achieve certain aims or 
outcomes. Tactics are a way of making the best of a situation 
that is controlled or determined by the powerful. It was 
not until the end of my research, looking back during the 
final reflections, that I understood the meaning of tactics 
and recognised them in my own work. Tactics were the ways 
in which I found to progress through certain challenges in 
my projects.
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Could this kind of work have any impact on others or would 
it be simply preaching to the converted?
While I was formulating the first project a number of 
circumstances were converging. I wanted to leave behind my 
past practice and shift my design activity towards something 
that was more meaningful to me. I was slowly rebuilding my 
creative confidence, which had been eroded during my past 
employment. 
In my early design career I had been searching for an 
employer that would help me to become a better designer, 
to improve and hone my idea generation skills. Instead, 
design for me was practiced in something of an inspirational 
vacuum. There was no contact with the client, briefing was 
through senior designers, and creative direction was sourced 
from the work of other designers. Apart from this, little was 
available to inform my work. 
I did not agree with this approach. Without alternatives to 
which to compare my work, I was coming to associate this 
approach as standard practice in the design profession. 
As a result there was an erosion of my self­confidence as 
a designer, fearing I was only permitted to generate ideas 
from design annuals. 
I sought inspiration to rebuild this confidence through 
alternate means: forming connections with fellow artist 
designers who collaborated in circles overlapping with the 
street art community. This informed my first two projects: 
meme and Typing Pool. These design experiments were de­
veloped and presented through gallery environments within 
the space of three months, from July to September of 2005 
(fig 3.2).
As such meme and Typing Pool are thematically aligned, express­
ing my concerns of the time. These concerns were based 
on dissatisfaction with my past practice, a related distrust 
of corporations, and a resulting disinterest in en gaging in 
commercial practice. 
03. Where’s the undo?
The journey begins
For the first review of my research in the May 2005 
GRC (Graduate Research Conference), I announced I 
would conduct my first project as a series of anti­brand 
experiments.
My research title at that time was: 
Subversion by design / Of no commercial value.
Exploration of the area of subversion by design; how design and consumerism 
might be subverted to encourage thinking and dialogue (to be restated).
My research questions were framed around themes of 
subverting consumerism, defying commercialisation, and the 
impact of subculture on mainstream society. In particular 
my secondary research questions were: 
How can subversive art/design defy appropriation and commodification? 
How and why does commodification happen?  
Can this and should this be prevented? 
What happens to subculture and subversion in this process? 
While these secondary questions were supposed to be of 
less importance, it seems that these concerns remained in 
the back of my mind throughout my early projects. They 
revealed the protective feeling I held towards the kind of 
practice I wanted to move towards. I was concerned about 
the commodification of alternative culture and hoped I 
could find a way for counterculture to defy this co­option. 
I knew there were potential problems with the type of work 
I was interested in: perhaps I was drawn to it because it 
contained messages I wanted to hear, not because it had 
changed my mind. Could it change anyone’s opinion? 
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meme
meme was a challenging project as I 
struggled to decide what to make. 
I had the free use of the Swin­
burne TAFE PB Gallery (Prahran, 
Melbourne). The exhibition con­
tained four design experiments. 
My aim was to present interventions 
commenting upon mass media and 
corporate branding to provoke 
responses from the audience.
Visually the works were mostly black and white resulting in an 
almost clinical atmosphere. Titling the works as specimens 
added to this atmosphere:
specimen_1: superHappyFunTV™
specimen_2: memeCode
specimen_3: corp™ logoGen_v0.1b
specimen_4: remix
superHappyFunTV™ was a dissection and visual map of the 
entire 3 hours of the morning program Sunrise: 
“Sunrise on Channel 7 is Australia’s number one breakfast 
show. Hosted by Kochie and Mel, Sunrise delivers 
balanced news, views, entertainment and humour, with 
viewers setting the agenda by getting their point straight 
to air via email and SMS” (Yahoo!7, 2009).
Graphs and string links revealed the relationship between 
program content, advertisements and media investments of 
the Seven Network (figs 3.5–3.8). In a parody of Sunrise’s 
audience participation techniques, I posed mock survey 
questions and provided space for the audience to respond 
(fig 3.4).
For corp™ logoGen_v0.1b, I created a font to simulate an 
automated design program. The audience could type words 
meme was a design exploration about how ideas spread 
(memes), as well as a critique of media and design for 
corporations. I wanted to challenge my audience, and 
inspire thinking about the issues presented. The work 
was presented as the experiments and research of fictional 
company corp™.
Typing Pool was a continuation from meme where corp™ was 
further developing and testing the automated design 
product logogen (featured in meme). This project delved into 
my concerns about being treated like a Mac operator in my 
previous jobs.
Both projects were inspired by and communicated through 
the same themes and aesthetics of anti­design and culture 
jamming (or protest design and critical design). Publications 
such as Adbusters and work by designer Shawn Wolfe were 
additional inspirations at this time, due to their critique 
of mass media and corporations. Further inspirations 
came from my day­to­day encounters with interventions 
on the streets of Melbourne: the social and environmental 
commentary in the form of stencil art by Civil and Meek, 
and interventions by billboard activist Phucitup.
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grc 2 : 14–16 october 2005
Subversion by design / Of no commercial value
Exploration of the area of subversion by design, how design and
consumerism might be subverted to encourage thinking and dialogue.
(to be restated)
grc 1 : 27-29 may 2005
: Subversion by design / Of no commercial value
grc 3 : 2–4 june 2006
Subversion by design 
Exploration of the area of subversion by design, 
how design and consumerism might be subverted 
to encourage thinking and dialogue 
about the environment and sustainability.
(to be restated)
grc 4 : 20–22 october 2006
how might a communication designer lead a more environmentally
and personally sustainable creative practice?
OR 
the adventures of an ecologically conscious communication 
designer and what i've learned so far.
grc 5 : 1–3 June 2007
Interconnections: a communication designer 
engaging others in a conversation about 
the process of sustainability.
grc 6 : 19–21 October 2007
Provoking enquiry: engaging others in an ongoing 
conversation about the issues of sustainable living 
and sustainable design practice…
grc 7 (penultimate) : 6–8 june 2008
Sustainability in communication design and 
the search for authenticity in practice.
evolution of research qs
projects
teaching
incidents:
readings and 
encounters
shifts in practice
inversions
‘Does humanity have a creativity problem?’
If so, can we ever define it and, if so, can we create media 
to help solve this problem?
‘Human beings cannot avoid designing nor ethics. 
 All human activity, including design activity, shapes the future: 
 What do you do now?’
‘Global warming : Our question is why has it taken so long for this awareness to 
 percolate through to the general public, and why did it only happen last year?’
// Adventures + Experiments in Interaction Design:
    An understanding of this field will broaden your vision of design 
    and it's importance to society and how you will contribute to it.
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fig 3.2 meme and Typing Pool: detail from evolution of research diagram
fig 3.3 meme exhibition flyer
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such as their name, and a logo 
(using fragments of corporate 
logos) was generated for printing 
(fig 3.9). This design automation 
was explored further in the Typing 
Pool project.
The most interesting piece was 
remix, which was created by the 
audience. I supplied a box of cor­
porate logos, sticky tape, scissors 
and the space (fig 3.10). I invited 
the audience to deconstruct brands 
provoking an act of defiance and empowerment, relocating 
some visual power back to the everyday person.
Exhibition label:
specimen_4: remix  
******************************************* 
corp™ invite you to participate in the 
collaborative re-construction of global 
brands.
Sample brands are supplied in the box.
Please use the safety scissors, and tape 
provided.
Please place paper scraps in recycling 
receptacle provided.
There are 3 wall areas allocated for 
collective reconstruction.
Beyond that there are no rules.
*******************************************
fig 3.5  sunrise mapped and graphed
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fig 3.6 sunrise mapped and graphed fig 3.7 sunrise mapped and graphed
fig 3.4 mock survey
fig 3.8 sunrise mapped and graphed
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As I returned over the course of the exhibition I was 
delighted to see how much the audience had contributed. 
The three panels were covered, even joined up with creations 
spreading across the wall. Though the audience response was 
abundant, it was not exactly what I was expecting. However 
of the works in this project, remix provided the greater 
opportunity for reflection and learning, which I will detail 
later in this chapter.
Typing Pool
Typing Pool was based on the logo 
generation idea from meme, carried 
forward and ex panded. Additional 
impetus for the pro ject came from 
a conversation with a colleague 
about the dis appointments of past 
design work life; about being a 
Mac monkey, tied to a computer, 
creativity stifled, isolated from in­
spiration. It was originally dreamt 
up as a crazy performance piece for 
a design and digital media course 
I was teaching with this colleague. 
Instead the idea went ahead as part 
of the exhibition Tangibilism curated by an RMIT student 
Brendan McKnight. The exhibition invited audience par­
ticipation and interaction with digital and non­digital works.
Typing Pool was designed to involve but also frustrate the 
audience with monotonous tasks while their activity was 
harnessed to trigger an automated image generation 
system (figs 3.12–3.14). The aim was to disconnect the 
user’s mundane work performed on the typewriter, from 
the more exciting visuals projected on the screen. There 
would be some recognition that the visuals were being 
triggered, though no direct control was evident. The user is 
condemned to drudgery while the fun of design is optimised 
through software.
fig 3.9 corp™ logoGen_v0.1b
fig 3.10 remix
03. Where’s the undo?
fig 3.11 Tangibilism flyer
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This automated process of image generation expressed 
what I felt my past design practice had come to: randomly 
throwing around shapes on the computer screen until 
something interesting happened. While there can be merit 
to this process of random experimentation, in my last job 
this was happening as a primary creative method. This was 
one of the factors contributing to the erosion of my creative 
confidence.
To make it work, the Typing Pool installation consisted of two 
old analogue typewriters fed with a Möbius strip of paper. 
The user could keep typing, never running out of paper. 
The twist of the Möbius strip meant both sides of the paper 
could be typed upon over and over. Typing was detected 
through contact microphones connected to computers, 
changing a randomised graphic (the logo generator). 
Movements of a computer mouse next to each typewriter 
triggered other sounds and visuals. The logoGen imagery was 
projected onto a wall at the end of the space, peripheral to 
the sight of the user.
Designing and building Typing Pool was a big under taking 
for me. From a technical point of view I had to learn more 
advanced programming in Flash. In the end I had some 
help to complete and debug the scripts. Ultimately the most 
enjoyable aspect of the project was the responses to the work 
through the typewritten page (figs 3.15–3.18).
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fig 3.12 
fig 3.13 
fig 3.14 
 Opening night 
of Tangibilism
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fig 3.17 Sssssssscary
fig 3.18 hey tania… 
03. Where’s the undo?
fig 3.15 can someone please tell me where to UNDO key is…
fig 3.16 this is boring…
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What was learnt?
Initially it was difficult for me take a great deal from these 
two projects. I wasn’t really sure how to analyse what I had 
designed and what had happened. On the surface the 
projects seemed highly successful. I was re­emerging as a 
designer, rebuilding my confidence, and the audience 
responded to the works. But what did it really mean?
I had been very much caught up in ideas, playing with words 
and imagery, with the dissection of media, and venting 
my frustrations with design practice; however I had not 
specifically aimed to change anyone’s mind. At least not in 
a way that I could really observe and measure. My research 
questions had been lost in the process.
The meme project was about a few things for me, revealing 
what was beneath – the unseen cogs in the corporate machine 
– and drawing attention to the connections in order to take 
away some of their power. For superHappyFunTV™ I included 
fragments from the Channel Seven Annual Report stringing 
links to the Sunrise program content and the advertising in 
between, presenting the findings to the audience: “Look! 
Beware!”
It was an exploration into ideas of subversion, attempting 
to deconstruct and neutralise the mainstream. Like picking 
it apart and saying: “I know what’s going on. I see it. Can 
anyone else?” This did not necessarily make it effective as 
a communication piece. I had set the mock Sunrise survey 
questions for the audience to respond to, but in a way their 
answers were not all that important, because the questions I 
had posed were rhetorical: to reveal through the asking, not 
the answering. The audience seemed to enjoy participating, 
except it almost didn’t matter what they wrote.
The remix piece was giving the opportunity back to the 
audience to perform their own detournement with corporate 
logos. Oddly I had not really intended that people should 
specifically create culture jammed logos. I actually imagined 
something organic would grow – that the audience would 
fig 3.19 The Typing Pool exhibition space
fig 3.20 Close up of typewriter wired for sound detection
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slice up logos adding to an abstractly growing piece on each 
of the banners. I had placed starter elements on each sheet 
– abstract shapes cut out of the supplied logos. Instead the 
result was a wall covered in jammed logos. Regardless of 
the kind of response, they were always logo­like. And the 
jammed logos inspired more. Meme­like. I was surprised.
A fellow postgrad student, Neal, pointed out to me that I had 
actually set the agenda, the reference point for this response. 
He was right. I had created a space and an atmosphere critical 
of mass media filled with culture jamming references. The 
audience had responded accordingly. Of course if I had 
only placed a box of coloured paper there with no context, 
the results would have been very different.
Through the Typing Pool project I had recreated my night­
mare. I was visualising a doom situation: beware the evil 
corporation who wants to bleed you dry! In one way the 
piece was effective in simulating an alienating, frustrating 
experience to which the audience responded accordingly. 
However not everyone experienced the bad dream I put 
before them. There were also highly poetic responses too, 
where the frustrations were not even noticed: the typewriter 
was simply a space to play.
It also took some time for me to realise that while I was 
bemoaning being treated like a Mac monkey, to complete 
the work I had made a Mac monkey of myself. Tied to a 
computer, learning how to program, problem solving, 
debugging. This was something I did not want to do again.
Initially I couldn’t claim to have learnt a great deal from 
making these projects. It took time and reflection to glean 
this much from them. But the experience of participating 
in the Tangibilism exhibition was valuable for me. In particular 
the opportunity to compare my own work with others in 
the show. Of the other works in Tangibilism, my favourite 
piece was the plasticine tree (figs 3.21 & 3.22). I admired 
its essence of charm and delight: it drew out the creativity 
of those who interacted with it. Being a positive and fun figs 3.21 & 3.22 audience response on plasticine tree
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effect of that being jammed. Critical design is defined as an 
approach often using humour and borrowing heavily from 
art (Erlhoff & Marshall, 2008). It tells a cautionary tale, 
but rather than effecting genuine change, it risks doing 
little more than entertaining the audience.
This almost perfectly describes these first two projects that 
walk a fine line between being art and design. Humour is 
featured in these projects in the form of a play on words 
and clever puns. The works are mostly in the form of the 
cautionary tale; it is certainly questionable as to whether 
the work had done much more than provide a form of 
entertainment for the audience and myself.
During the development of these projects other things were 
happening. I was absorbing new influences, encountering 
new ideas, having my own ideas confronted and challenged. 
Along the way I was beginning to wonder if I still wanted to 
be a designer. I was going through a process of deciding what 
was really important to me. I pondered if I should change 
career. Eventually I realised that no matter what career 
change I would make, environmental issues were important 
for me. Why couldn’t I care about the environment while 
being a designer?
 
experience to engage with, my own work appeared rather 
gloomy in comparison. This fun positivity was something 
that I aspired to achieve next.
My first two projects became more about how I felt about 
past working experiences rather than constructively 
addressing any particular issue, or addressing my research 
questions. I had my say, but what had changed? How would 
I untangle this confusion? When you have been working at 
a computer for too long you try to Control­z a mistake you 
make in the real world. Like one of the users of Typing Pool 
had demanded: Where was the undo? I would not be able to 
answer this for quite some time.
Having produced my work for display in a gallery setting 
was also highly problematic, something I was not able to 
explain at the time. My peers and supervisor questioned 
me as to why I had done this, as it was contradictory to the 
anti­corporate values I professed. But I didn’t know how to 
respond. Perhaps I was more interested in the idea being 
presented than the location. Looking back it is clearer 
now that I was marking a change in my practice. Back then 
changing my practice meant doing something radically 
different: to not be what I was before. Carrying the belief 
that I could not express my values through my daily design 
practice, I identified with art and the gallery as being a venue 
to express myself.
At the time culture jamming seemed a way for me to confront 
my concerns with design practice, my desire to disrupt 
design and challenge it’s role in society. While the projects 
were effectively venting my frustrations about isolation and 
lack of voice, being able to voice these concerns makes them 
seem somewhat redundant. What really mattered? What did 
I really want to talk about?
On reflection now I can see the problems with the approach 
were not apparent to me at the time. The approach of culture 
jamming is to be critical through the medium of design, a 
form of detournement. To ridicule and attempt to void the 
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 The timing of the event 
was perfect: late in the 
afternoon, near the 
end of the Saturday 
shopping spree. People 
laden with plastic 
shopping bags passing 
the tiny laneway, 
swooshes flashing by on 
caps and shoes. Upon 
seeing the gathering 
and the flowers some 
stopped to enquire 
what was happening.
“Has somebody died?”
The friend I was 
chatting with 
responded:
“Yes of course. Every day…”
While the children 
continued to play, it 
was somewhat ironic 
to see a little boy find 
a toy gun scattered in 
the flowers, pick it up 
and run around playing 
with it. I didn’t see what 
happened after that.
Somewhere in the world 
people are suffering. We 
live in a very fortunate 
place. Joining this 
gathering had prompted 
me to pause and reflect, 
but I had to return 
to the cave and finish 
my own project. The 
moment was swept 
aside as I walked back 
to the computer, 
yet it remained in 
my memory.
Much later, in the 
space after finishing 
meme and Typing Pool, 
I thought about the 
kind of work that Civil 
produces. I realised 
that what draws me to 
it is less about street art 
(which happens to be an 
outlet) and more about 
the message and the 
content. It highlighted 
for me of my dissipating 
interest in street art. 
As a contributing 
artist for the 2005 
Melbourne Stencil 
Festival I had the 
opportunity to 
decorate a pair of 
sneakers provided by 
the sponsor. I did not 
have a developed style 
as many others artists 
did. Additionally, this 
festival sponsor was the 
source of some tension 
among the community, 
being an unknown 
corporate, which also 
made me uncomfortable 
and hesitant.
Overcoming my own 
tensions I finally 
completed my sneakers 
documenting the 
process as a stop 
motion animation. 
I mutilated and de­
branded the shoes until 
they despondently 
shuffled off stage 
right. I finished my 
sneakers too late for 
them to be displayed 
in the exhibition. My 
intention was to devalue 
them as a potential 
piece of art for the 
sponsors. It was my 
small protest against 
the corporatisation 
of street art.
Discussing this with 
Civil at the close of 
the festival, he pointed 
out that perhaps the 
best way to protest was 
not to participate. 
This marked the 
end of my romance 
with street art.
The story of:  
Civilian Emergency!
Time was running 
out to prepare for the 
installation of meme. I 
was working through 
evenings and weekends 
to be ready in time. I 
had become obsessed 
with the evolution of the 
superHappyFunTV piece. 
With a weird fascination 
I was staring into 
the computer screen 
dissecting the entire 
three hours of Channel 
Seven’s Sunrise morning 
program, graphing 
and comparing the 
content of the program 
with the content of the 
commercial breaks. 
I emerged from the 
artificial cave of the 
editing suite because 
that day was the opening 
of the exhibition Civilian 
Emergency! I didn’t 
want to miss it. Of 
all the street artists 
in Melbourne, for 
me, Civil’s work was 
the most thoughtful 
and sensitive.
Arriving at Centre 
Place, the City 
Lights venue for 
the exhibition, I 
got something of a 
surprise. It felt more 
like a family gathering. 
Flowers were scattered 
across the ground, 
tucked into corners 
and ledges. Children 
were running around 
playing hide and seek, 
giggling and squealing. 
I don’t even remember 
what was in the light 
boxes, where the 
artist’s work is usually 
featured. In reality the 
visuals were not that 
important, rather it 
was this gathering. It 
was this memorial to 
people living in states 
of emergency that 
stays in my memory. 
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A new direction…
Reflecting upon Civilian Emergency! was important in helping 
me clarify my drift away from street art and culture jamming. 
However, there were other encounters which reinforced my 
move toward an environmental focus.
In July of 2005, attending a Physics lecture at Melbourne 
University I was introduced to the concept of deep ethics. 
Public Lecture:
Curved Space and Compassion: Is there a link between Einstein’s General 
Theory of relativity and our Humanity? 
Professor George Ellis, AIP National Lecture Tour 
2005, School of Physics, Melbourne University, Friday 
22 July 2005.
“A brief review of cosmology today will be given, followed 
by some reflections on how it is that the universe allows 
intelligent life to come into existence and what if 
anything all this has to do with the concepts of morality 
and compassion. This relates to the key issue of ethics 
and survival of the human race.”
After delivering a crash course in astrophysics and cosmology 
(theory of the origin of the universe), Ellis talked about 
the existence of other life forms elsewhere in the universe 
being almost inevitable. He surmised that contact (while 
the chances are remote) would be problematic due to the 
internal conflict of humanity: we would appear aggressive 
and unfriendly to another life form. Additionally, humanity 
and other life forms would have to endure long enough for 
the kind of communication or interstellar travel required 
to make contact. He argued that for humanity to endure 
long enough it would require an ethical transition to a 
compassionate way of life.
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fig 5.1 Close­up of wish on The Wishing Tree
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The wishing tree proposal and aims
My aim was to engage people with environmental issues 
by inviting their contribution and wishes to the piece. My 
proposal was to design and build a tree out of recycled 
materials. As an artificial tree designed to catch and store 
water it was also designed to serve as a reminder about 
deforestation and drought. Inspired by a Japanese tradition, 
visitors were invited to make a wish for the future and the 
environment in the form of prayer tablets and knotted 
messages.
Making it happen
After the initial excitement of having my proposal accepted, 
I realised that I would actually have to build it. This was 
daunting. I had proposed to build a tree from recycled 
materials and had to ensure that it would be safe for the 
public to interact with. I had never built a sculpture and I 
wasn’t sure how I was going to achieve it.
The tree was to be made of recycled materials. This was not 
only an environmental statement, it was also a way for me to 
minimise my expenses. 
In December of 2005, visiting family in Bendigo helped 
me finalise my ideas which made the project possible. I 
returned to my secret source of cheap, conveniently sorted, 
recovered materials at the Bendigo Recovery Centre.
I wasn’t sure how I would make it or exactly what I would 
make it out of. It became a process of exploration and 
discovery. I roamed the Centre with a digital camera, and a 
rough idea of what I needed (fig 5.2).
I found a hefty three­legged stand, a stack of safety guards 
from electric fans, and a box full of strange metal stems with 
brackets and bolts. Basically it was an enormous adult­sized 
Mecchano set. I could bolt the metal stems as branches onto 
the stand, which meant it could be easily dismantled for 
transportation. I found a way to support the weight of the 
While I’m not particularly concerned about interstellar 
travel or contact with alien life forms, this whirlwind of 
ideas started me thinking about the human race and our 
ability to survive into the future. As a race, what occupies 
our energies? Regardless of long­term survival, what will 
the quality of life be like? What is it like now?
While visiting some friends during this time I found a copy 
of The Lorax by Dr. Suess on their bookshelf (Seuss, 2004). 
Reading this children’s book for the first time in my life I was 
blown away. The Lorax is about the Once­ler, an enterprising 
businessman who knitted a piece of clothing called Thneeds 
from the soft tufts of the Truffala Trees. His adversary, The 
Lorax (who speaks for the trees) points out the impact the 
Once­ler’s business was having on the local environment. 
The story warns about the dangers and consequences of 
unchecked economic growth and over­exploitation of 
natural resources. 
Suddenly I was intrigued by the idea of subversion through 
these means. It made me wonder about the objects I might 
have encountered as a child and how they might have 
informed or shaped my values. It was a difficult encounter 
to reconcile with my early research questions which focused 
on subversion and anti­commercialism through counter­
cultural practices like street art. While I found The Lorax 
deeply subversive, it was an artefact of popular rather than 
alternative culture.
After the resolution to shift my priorities as a designer to 
environmental issues it was suggested that I do something for 
the 2006 Sustainable Living Festival (SLF06). I had never 
been involved in an environmental movement; neither had 
I designed for any environmental organisation. So this was 
an exciting and challenging proposition for me. I submitted 
a proposal for the Create section of the SLF06. 
By November of 2005, my proposal for a sculptural wishing 
tree was accepted. I was stunned and delighted. I had no 
sculpture, just a concept, a sketch, and a purpose. 
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the idea evolved into a tree people would only contribute 
wishes to.
A pleasant surprise
It was Friday morning of the festival. I was stationed near 
the entrance of the Edge Theatre in Federation Square, 
assembling my wishing tree amid a gentle drift of floating 
feathery wishing fairies – the tiny sparkles of fluffy seed 
carriers that float through the air carrying a weed of some 
sort. I remember we used to catch these as children, make a 
wish and then blow them away (fig 5.3).
Putting together the tree was a performance in itself, to 
attract attention and provoke interest (fig 5.1 p.44). Not 
many people can go on a Friday to the Sustainable Living 
Festival – mostly school groups trooping through for special 
school events of the festival.
One school group filed past, near the end of the flock a boy 
cheekily shouted out: 
“Is it fun being you!?”
I paused to consider for a moment.
“Yes!” 
I replied smiling. Right then it really was fun to be there, 
to be assembling a piece of work that was totally different 
from anything I had done before. The realisation of what 
was once a distant dream. 
The idea originally came from one of many moments of 
frustrated creativity, breaking out from the narrow horizon 
of the computer screen and neutral decor of a city office 
design studio. Red paper samples defiantly pinned around 
our grey cubicle walls. My colleague and I dreamt of doing 
more meaningful work focusing on environmental issues. 
branches and the water collecting containers using washing 
line cords as tension cables. I bought what I needed and 
took it all back to Melbourne to construct the final piece. 
It took over a month to make the final piece come together. 
Drilling, cutting, bolting it together piece by piece, through 
the heat of summer days, and the nibble of mosquitoes at 
night. In the end the tree was made of about 90% recycled 
materials. In terms of costs, I possibly spent more money 
on the final 10% finishing it off with new wheels, and extra 
bolts and screws when I ran out of the rusty recovered ones.
It was ready just in time for the Festival in mid­February 
2006.
The final tree that I put into place at SLF06 was slightly 
modified from the original proposal. Initially the sculpture 
was going to be made with more material input from the 
audience. When I reconsidered the practicalities of actually 
involving others in the partial construction of the sculpture, 
fig 5.2 Finding objects at the Bendigo Recovery Yard
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We dreamt up a 
sculp tural Christmas 
tree that would col­
lect water. Instead of 
cutting down trees to 
celebrate Christmas it 
would be a symbolic 
sculpture commenting 
upon de forestation 
and the drought, is­
sues  we felt were not 
being given enough 
attention at the time. 
My colleague dreamt 
of working with an 
industrial designer 
to craft beautifully 
sculpted glass vessels. I scribbled ideas into my sketchbook. 
We sighed, wondered how we might make this happen, then 
got back to work.
Occasionally I would see that little sketch, remember the 
idea and the wish to do something that would express my 
personal interests more. At last it was beginning to happen.
What came of the tree: reflection and critique…
In terms of my project aims the tree presented at SLF06 
was generally quite successful. I had achieved what I wanted 
to do and the project seemed to have worked. At this stage, 
however, I was still learning how to reflect upon and cri tique 
my work so it was still challenging to think of anything that 
had gone wrong.
After I had assembled the work and seeded it with the 
first wish, I left it alone so I could enjoy the rest of the 
festival. I watched the tree from a distance, or passed by it 
anonymously. The growing number of wishes delighted me. 
The audience responded well to the tree and contributed 
fig 5.3 One of the myriad floating wish fairies
fig 5.4 People contributing wishes
fig 5.5 Close­up of wishes
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the new issues that had arisen through making the project. 
These had been temporarily forgotten while caught up in 
the excitement of finishing and observing the work. During 
the final stages of design and construction of the tree I was 
reading a book: Cradle to Cradle (McDonough & Braungart, 
2002). 
Making the tree out of recycled materials – while in part 
a financial consideration – was my way of practicing 
environmentally sensitive design. Cradle to Cradle began to 
challenge my notions of recycling. According to McDonough 
& Braungart, much of what we think is recycling is actually is 
down cycling. This means the quality of materials degrade with 
each cycle. When re­pulped, the fibers of paper become 
shorter and shorter requiring the addition of virgin wood 
pulp to remain viable for making paper. True recycling is 
where the materials can be perfectly recycled without loss 
of quality. This leads into entire thinking processes of 
design for disassembly, so that materials of products can 
be easily separated for recycling. They also discuss the idea 
of technical nutrients – perfectly recyclable materials, and 
biological nutrients – biodegradable and non­toxic for 
return to the earth.
These issues made me look differently at the tree I was 
building. This is not to say what I was doing was completely 
bad and to be pedantic I was using reclaimed rather than 
recycled materials. These materials were not exactly going 
to waste as they were in a recovery yard for re­use, but they 
had been discarded as of no use anymore in their original 
form. There was nowhere else for them to go. They may 
never be re­used. The project no longer felt like the 
environmentally sensitive design statement I thought I was 
making. It was more than the issue of recycling. I started 
to see all of what was hidden within my work; all that was 
embedded and that the audience didn’t see or know about. 
Things that I had never thought of before.
wishes until it was completely covered by the end of the 
festival (figs 5.4–5.7). 
It was a satisfying, rewarding experience for me. The 
audience seemed to enjoy my wishing tree. Simply being 
part of SLF06 was a success for me. I had started a process of 
involving myself in environmental issues and sustainability. 
I was making my first steps away from the trapped and 
frustrated designer. I was delighted to be creating something 
without the use of a computer. 
Yet on the other hand I had an already­converted audience. 
People at SLF06 were already interested in the environment; 
they were at the Sustainable Living Festival. I hadn’t really changed 
any body’s mind or necessarily even got them thinking any 
more about the environment than they might have been 
already. 
I had achieved my aim to create a more delightful piece, 
something that focused on creating a happy experience 
for the audience, though many of the original intentions 
of the design had dissolved into a new form. The ideas 
about deforestation and drought had become embedded 
within the aesthetics of the piece and probably lost on the 
audience. This is perhaps a good thing as those messages 
carry a sentiment of the previous critical design approach 
that I was trying to move away from.
Rather than communicating anything in par ticular, the 
tree itself became a communication system. It enabled the 
wishes to be shared with and read by others. This was quite 
different to the kind of design work I had done in the past 
which is normally about communicating to an audience with 
no forum for reply.
I had wanted to engage people on environmental issues, but 
hadn’t given them any new infor mation – I had created a 
space for a transitory community to converse. 
Though I felt a sense of success with the number of wishes 
the audience had contributed, I was more concerned about 
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the same material issues that any communication designer 
will face.
I was starting to see the project beyond its surface appear­
ance, beyond the surface communication of what it visually 
represented and communicated (or didn’t communicate) 
and to what it actually meant. 
Initially I had been quite proud of the low expense of the 
project and the fact that it was made of recycled materials. 
By the end I had a different perspective.
At that moment of assembling the tree at the festival, having 
come so far from my past practice, it was fun being me. With all 
these new insights into design and environmental issues, I 
knew that there was much more to do. 
Although I had made a big shift from the street art critical 
design approach, some of those sentiments still simmered 
underneath my work here. I had made a huge step towards 
working with environmental topics. My values were begin­
The tree was also designed to collect rainwater and really 
could when tested. While this was conceptual or symbolic, 
in that the tree was not intended to collect rainwater for 
drinking, but it raised the question if it did, would the water 
even be okay to drink? From Cradle to Cradle I was 
learning that much of our manufactured goods 
are off­gassing* toxins.
As I completed the tree, I found I needed just 
a few more pieces. I tried but failed to find an 
equivalent to the Bendigo Recovery Centre in 
or near Melbourne. So I asked my brother to 
get me some more pieces from Bendigo. 
At this point I began to keep account of the 
costs in order to pay him back. With a more 
critical perspective on the materials I was using 
I started to realise what I was not accounting 
for: more materials were travelling at least 
150km from Bendigo. The petrol. The expense of this I 
hadn’t counted before: the pollution. And to move the 
finished piece to the festival and back home, I used my car.
The tree was my way of doing something different. I was 
attempting to communicate through different means. 
Upon reconsidering the nature of the recycling, while 
the tree seems different as a sculpture, really it’s not 
so different from the paper and ink approach of my 
former design practice. Thinking back to when I first 
started working in a design studio, we wanted to be more 
ecologically sound in the final production of a design. 
Printing with soy inks was not readily available or in great 
demand due to noticeable differences in quality from 
standard printing inks. Recycled paper too could be more 
expensive thus was unappealing to the client. (These are 
greatly improved and are more readily available today.) In 
a sense with The Wishing Tree I had not really done anything 
all that different than if I had I worked for a client and 
specified recycled paper. When challenged, I was facing 
off-gassing
Off­gassing occurs when products 
and furnishings give off gasses 
of hazardous chemicals. Objects 
such as electronic products, carpet 
glue, synthetic fabrics, medium­
density fiberboard (MDF). The 
combination of gasses coming off 
objects contributes to indoor 
air pollution. 
(Thorpe, 2007, p.38)
figs 5.6 & 5.7 Close­up of wishes
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ning to surface in the work, and they were being challenged 
in a way I had not expected. It would still be some time 
before I would see the significance of the community space 
I had created.
While I had initially felt a level of success and satisfaction with 
the project, there was much hidden detail to investigate.
06
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fig 6.1 Close­up of The Interdependence Mandala
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I found great inspiration in the work on Manzini and 
Jegou: Sustainable everyday: scenarios of urban life (Manzini & 
Jegou, 2003). The scenarios, developed with students 
in workshops across the globe, were visualisations of how 
everyday living might be re­designed to be more sustainable.
I was intrigued and excited. This felt like very direct action 
that would enable making a change to the way we live and 
operate as a society. I pored over the book (struggling 
throughout) but I couldn’t understand what I was looking 
at. It was called design but was like nothing I had seen 
before. I felt like the historical external expectations of 
my profession excluded me from taking part in any more 
than visual communications. I didn’t just want to generate 
the visuals of scenarios; I wanted to be part of creating 
the scenarios! I felt a sense of being an outsider, not 
understanding how this form of design that Manzini was 
working on came about. I wanted very much to do this kind 
of work, but barely understanding it I could not see a way to 
apply it to my practice.
Towards the end of 2006, two more incidents further 
informed my research. From October 9 to December 
18, I participated in the ATN Leap Global Sustainability 
online course (Australian Technology Network Leap online 
course: Global Sustainability, 2006). In the middle of 
this, on November 13, I attended Doug MacKenzie Mor’s 
Fostering Sustainable Behaviour introductory workshop 
(Hotel Novotel, St Kilda, 13 November 2006). I will 
describe these in turn. 
The online ATN Leap Global Sustainability course al­
lowed me considerable reflection upon sustainability in 
relation to my design practice. In particular it helped me 
better appreciate economic theory and other problems 
for sustainability; as well as better informing me about 
sustainability from political and scientific perspectives.
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How I got here…
After realising that there was more to being a green designer 
than I had imagined, I wanted to try again, taking forward 
what I had learnt from the experience of The Wishing Tree. 
There was a considerable gap of at least eight months before 
the next project. I was still searching for guidance, but I 
wasn’t sure what kind of guidance I needed. In this time 
there was large amount of reading, absorbing and learning 
about sustainability, sustainable design, as well as some 
attempts at project reflection.
Tapping into the academic side of sustainable design theory 
was difficult and frustrating. In a sense I was looking for 
possible ways forward. If what I had done with The Wishing 
Tree was not by my own evaluation sustainable design, what 
would be? What could I do? The texts I read were difficult 
to absorb. Like Cradle to Cradle, they were usually based in 
architectural and industrial design practices, hence difficult 
to relate to communication design. Often they were deeply 
philosophical, referencing philosophers and theories I had 
never heard of before. It was not until much later that I 
better understood the huge gap between where I was and the 
texts I was reading. 
My own confusion about sustainable design practice was com­
pounded by my lack of interest in pursuing or returning to 
the kind of practice I was leaving behind. While I couldn’t 
verbalise it at the time (this may have been more to do with my 
unpleasant associations of hierarchical studio environments 
than the design work itself), selecting recycled paper and 
finding a green printer was not going to be enough of a 
change in my practice. 
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Proposed project and aims
Little of the sustainability theory from Manzini to the ATN course were 
explicitly taken forward into the next project. I wanted to build upon 
the realisations I had from The Wishing Tree: the hidden factors of the work 
that were invisible to the audience, to practice with transparency and 
honesty.
Initially I wanted to create a project to work on with other designers. I 
wanted to accelerate ideas by working together and applying what I was 
learning with other designers. I wanted to share what I had learnt and 
hoped I would learn from their different perspectives.
I returned to the format of the Sustainable Living Festival (SLF). It 
gave me a ready venue to publicly display my work, as well as structure, 
purpose and deadlines.
The Interdependence Mandala was my proposal for the 2007 Sustainable 
Living Festival: 
Extending upon the Festival theme of “Sustainability: you’re a part of it”, the Interdependence 
mural helps us contemplate our interdependence not only on other people but our whole 
ecosystem for existence, and the consequences of our actions (or inaction).
This time I wanted to create something ephemeral, just for the life of the 
festival. Plus I didn’t want to transport a large sculpture again. Through 
this I wanted to challenge the other designers I hoped to work with to 
think about the life cycle of the work: what would happen to the creation 
once the festival was over? 
I wanted to really apply the descriptions of the life cycle of products 
from Cradle to Cradle:
“…products that, when their useful life is over, do not become 
useless waste but can be tossed onto the ground to decompose and 
become food for plants and animals and nutrients for the soil: or 
alternatively, that can return to industrial cycles to supply high­
quality raw materials for new products.” 
(McDonough & Braungart, 2002, p.91)
Poetic inspiration took the form of ephemeral Tibetan sand mandalas, 
Buddhist concepts of interconnectedness related to ecological ones. 
With these understandings it became very easy 
for me to critique design work I encountered. 
I found it easy to identify and dismantle 
examples of greenwash*. At that time I did not 
necessarily have a clear answer for how to do it 
differently. I had looked at the Global Reporting 
Initiative, an organisation setting standards 
in Triple Bottom Line reporting (see p.122) and 
providing guides for small businesses as well as 
publicly­listed companies. I decided from this 
that transparency was important for everyone.
The Fostering Sustainable Behaviour workshop would have 
had few if any other designers there. Most of the other 
attendees were from local councils and businesses. Mor’s 
position was that marketing strategies are not enough to 
change people. He advocated Community Based Social Marketing, 
using social science research methods to dig into the deeper 
stuff required for public behaviour change campaigns. 
There were opportunities here for communication design 
practice but I was not in a professional role to apply this. 
This remained one for my resource shelf to be called upon 
should opportunity arise.
I had absorbed, and in many cases not necessarily completely 
understood, a great deal of information. There were also 
limitations from my self­imposed exile from a standard 
communication design practice. I had very few clients, and 
I wasn’t ready to emerge from my cocoon. I didn’t know 
what to do with what I had learnt.
I remained enamoured with Cradle to Cradle because these 
seemed like tangible concepts for me to work with.
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Greenwash
“Green­wash (green’wash’, 
­wôsh’) – verb: the act of 
misleading consumers regarding 
the environmental practices of a 
company or the environmental 
benefits of a product or service.” 
(“TerraChoice – Six Sins of 
Greenwashing,” 2007)
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Making it happen
Putting forward a proposal to SLF required a concrete 
description of what would happen. While my proposal 
was accepted, in writing it I had set some parameters that 
I became attached to. I went ahead with creating a website 
to recruit other designers into the design process, however 
I stalled at the final step of actually inviting them. Getting 
others involved needed more lead time, to get conversations 
going and for ideas to develop. It was also a bad time of year 
when many people are away on holidays. 
I became shy and uncertain that my ideas may have been 
too personal. I wasn’t confident that other designers would 
actually be inspired by the same connections between 
ephemerality, Buddhism and ecology, and they might not 
relate to it very well. In retrospect my proposal was already 
very predetermined and there really wasn’t much scope 
for the creativity of others because of the parameters I had 
already defined.
I proceeded on my own within the constraints I had set. 
Considering the possibilities that would work from a Cradle 
to Cradle perspective I finally settled upon creating a mandala 
based on Indian Rangoli which are sometimes made with 
food. While it might seem wasteful, at least it would be 
completely biodegradable and non­toxic: in fact good 
enough to eat! My final approach was to use lentils, beans, 
rice, but keep it in good condition so that it would remain 
food and become a hearty soup mix at the end. 
The colour range was wonderful. Green mung beans, black 
beans, red kidney beans, brown lentils, orange lentils, 
yellow split peas, white rice, red rice.
I also wanted to build on other things I had realised from 
The Wishing Tree project: the other invisible aspects, the energy 
consumed moving the materials. I could not control how 
the materials were moved before I obtained them, I could 
at least control what I did. I decided that I wanted to move 
Writing by Buddhist monk Thich Nhat Hanh about the 
interdependence of all things provided me with further 
visual inspiration: 
If you are a poet, you will see clearly there is a cloud 
floating in this sheet of paper.
Without a cloud, there will be no rain. Without rain the 
trees cannot grow, and without trees we cannot make paper. 
The cloud is essential for the paper to exist. If the cloud is 
not here, the sheet of paper cannot be here either.
If we look into this sheet of paper even more deeply, we 
can see the sun shine in it.
If the sunshine is not there, the tree cannot grow. In fact 
nothing can grow. Even we cannot grow without sunshine.
And so we know that the sunshine is also in this sheet of 
paper. The paper and the sunshine inter are.
And if we continue to look, we can see the logger who 
cut the tree, and brought it to the mill to be transformed 
into paper.
And we see the wheat. We know that the logger cannot 
exist without his daily bread. And therefore the wheat 
that became his bread is also in this sheet of paper. And 
the logger’s father and mother are in it too.
(Loy, 2003)
I found this piece particularly thought provoking, as some­
times activists and environmentalists can also have a narrow 
view of the relationship between things. As well as having 
interesting links back to my early interests in street art, and the 
ephemeral nature of that work. Being confronted with ideas 
of interconnectedness such as this can be uncomfortable. 
It reminds me that our society is intricately and often 
invisibly, connected regardless if we disagree with what some 
people do. 
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I admit I was a little apprehensive too, but felt it was good to 
trust them, that it would be okay. Really, their involvement 
was the outcome. I was pleased they were drawn to the piece, 
which they thought looked like fun and wanted to help out.
The ages of the kids ranged from the oldest being about 
12 or 13, the youngest being about seven or eight. Even 
the youngest of the kids showed great respect for the piece, 
wanting to be assistants to the creation, eager to “do the 
right thing”. One girl struggled a little and, not wanting to 
do anything wrong, reverted to observation. She compared 
the Mandala to an art project made at school with glued and 
painted pasta.
“Why aren’t you gluing it down?” she asked.
A question I had not expected. I hadn’t anticipated any kind 
of verbal interaction for the Mandala so I wasn’t prepared 
with any neat stories about the work. I had only made signs 
everything by bicycle. The materials were purchased and 
then transported to and from the festival through pedal power. 
In keeping with my desire for transparency a friend 
calculated the embodied energy and water of the food. This 
information was presented with the Mandala as mini posters. 
The Mandala itself remained more poetic, I drew upon Thich 
Nhat Hanh’s sun, tree and paper to form the visual.
Making the mandala 
Two Mandalas were made at SLF07. The second Mandala, 
which took place on Sunday in the Edge Theatre (Federation 
Square, Melbourne), provided more interesting incidents 
to reflect upon. In contrast with the first Mandala, created 
in an isolated location attended by few people, the second 
Mandala became more of a performance piece. 
The Edge Theatre was filled with visitors attending the 
final Sunday lectures of the festival. The seats were full, 
consequently people standing at the back of the theatre 
left me a bit hidden. A few drifters stopped to look in. A 
mother read the embodied water information to her child. 
There was a nice bit of synchronicity with Peter Singer’s 
talk about the ethics of food and the energy and water 
embodied in what we eat: some of the themes I was aiming 
to communicate with the Mandala. 
Eventually my activity attracted the attention of a small 
group of kids who were getting bored. They seemed really 
interested in the image I was creating with the beans and 
lentils. A girl was watching me closely so I invited her to 
help. Delighted, she joined me. This led to the other kids 
wanting to be involved (fig 6.2).
As we worked, the curator came over a little concerned 
about the effect this might have on the outcome – perhaps 
the result may not be as aesthetically successful? Did I need 
help in dissuading them from participating? No I had 
encouraged it.
fig 6.2 Children join in at The Edge Theatre, Federation Square, Melbourne
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Reflection and critique
As with previous projects I felt a general level of success and 
satisfaction in terms of engaging an audience and completing 
a project I enjoyed. But critiquing the work was becoming 
a little easier than previous projects as issues arising during 
the process became easier to notice and consider.
McDonough and Braungart discuss the problems of 
recycling and down cycling as being “less bad” (McDonough 
& Braungart, 2002, pp.65–67), a mode of eco­efficiency 
in design they argue is “not good enough”.
In making the Mandala with food I was aiming to communicate 
to the audience the ideas of the “biological nutrient”. In 
reality though the Mandala itself did not communicate 
the hidden aspects of the work, these aspects were done 
through mini posters, i.e. paper and ink. Ironically 
the kind of thing I was trying to avoid. It may have been 
and labels explaining various themes for viewers of the work 
for when it was unattended (fig 6.3). 
Apart from giving the kids specific tasks I hadn’t thought 
to make anything else happen. I was managing this new 
dynamic of interaction on the spot. 
This unexpected question opened opportunity to talk about 
the nature of the project.
I explained that the Mandala was meant to be temporary 
and the grains would be donated to a charity. Gluing the 
grains down would contaminate them, making them useless 
as food. It was a short conversation. Had I been more 
prepared and more skilled at working with children I might 
have been able to keep the conversation going for longer. 
Talking more about food, things that we make and keep, the 
things we throw away and what happens to them.
“And when the tree dies, it returns to the soil, 
releasing, as it decomposes, minerals that will  
fuel healthy new growth in the same place.”
“…products that, when their useful life is over,  
do not become useless waste but can be tossed 
onto the ground to decompose and become food 
for plants and animals and nutrients for the soil:  
or alternatively, that can return to industrial  
cycles to supply high-quality raw materials for  
new products.”
McDonough and Braungart  
(2002, p.79) use the example of the 
cherry tree where the shedding of 
it’s beautiful but temporary over 
abundance of blossoms may seem 
inefficient and wasteful – but these 
blossoms will nourish the earth.
Among their recommended 
frameworks McDonough and 
Braungart (2002, p.91) suggest  
the design of:
McDonough, W. and Braungart, 
M. (2002) Cradle to cradle: 
remaking the way we make things. 
New York: North Point Press.
inspirations
Interdependence 
Mandala <mandala.fugitivedesign.net>
fig 6.3 Mini poster accompanying the Mandala fig 6.4 Close­up of Mandala
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better to illustrate the concepts in the Mandala itself – more 
directly communicating, rather than contradicting my own 
principles. 
Regardless of this slip up, the Mandala was done as planned. 
Although I had worked with ideas of the biological nutrient, 
my choice of materials was still problematic. To reduce 
expenses I went to an Indian grocery store to purchase in bulk 
quantities. All the grains were likely imported from overseas 
making their embodied energy much higher. Grown using 
farming methods with unknown environmental impacts or 
from a large monoculture industrial agribusiness. As well, 
the farmers were also not likely well compensated for their 
efforts. Local organic grains would have been ideal though 
expensive.
As such I had been very much focused on the end of the life 
of the work, not thinking carefully enough about where the 
materials were coming from and what that meant.
I had been able to apply Cradle to Cradle principles with more 
awareness, but even then there were limits to what I could 
achieve. The decision to limit my financial expenses meant 
compromise to the integrity of the work, resulting in more 
hidden, more difficult to reveal issues. I can guess what 
the conditions might be like where the food was grown, 
however the full life of the grains before they came to me 
is unknown. 
While I was trying very hard to do what I thought was good, I 
was actually being “less bad”, the theme of interconnected­
ness in my project revealing to me just how complicated it 
can really become.
In spite of my best intentions I was still not being completely 
transparent. I was finding deeper problematic connections. 
Would I ever be able to practice sustainably? What does that 
actually mean? It was beginning to feel impossible.
At this time I could not see that I was still very much caught 
up in trying to be good or “being less bad” with the material fig 6.5
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aspects of practice. I was trying hard to be different from 
my old practice, yet I was facing the same issues, just with 
different materials. 
This preoccupation meant I missed noticing what was really 
being opened up by the work. While the clues of how to 
proceed may have become more noticeable through the 
incidents such as the question: “Why aren’t you gluing it 
down?” it would be some time before I could understand 
the real value of these incidents. It would not be until long 
after the final project that I would notice what was potentially 
being opened up by the work: the personal interactions and 
conversations that were triggered. 
With all of the other problems I kept identifying in my 
work I was still concerned with how I was going to conduct a 
sustainable design practice.
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fig 8.1 The fluorescent bags
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Through reflection upon my past projects I understood 
that designing sustainably meant engaging in an ongoing 
process. There was no end point, perfection was not 
possible, transparency and honesty were still important to 
me. 
It was through the process of toying with various ideas that 
my next project began to take shape. I was considering 
collecting small personal environmental actions from 
others and myself and sharing these with a broader audience 
through something like a booklet or website. This reminded 
me of a personal environmental action that was possibly 
quite unique. 
Blog Entry: 28 April 2006
One of the small things that I do and still calls the attention of the grocers at the 
market are my small draw string bags which I put my fruit or veggies in to be 
weighed and paid for. They are getting used to it – I also don’t know of any one 
else who does this. In the organic section you can get paper bags – but there is 
still a sense of waste or consumption with this and instead I can reuse my string 
bags over and over and over…
When I moved to Carlton in 2001 I began grocery shop­
ping at Victoria Market. My consumption of plastic bags 
skyrocketed. I made my own shopping bags but I was still 
filling these with smaller plastic bags when gathering my 
fruit and vegetables. Every single purchase was bagged be­
fore weighing. My solution was to make net bags out of tulle 
fabric. Light in weight, the grocer could see the produce I 
had chosen and could weigh my produce quickly and easily. 
While I didn’t completely eliminate plastic bags from my 
shopping, I did dramatically reduce my consumption of 
them. 
When I first used my bags, the grocer would do a double 
take, often giving compliments. I sometimes thought about 
these bags and their potential as a business idea, making 
them and selling them. Equally I felt that it was such a simple 
idea anyone could make them. I never pursued it. 
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How I got here
While I had a gut feeling that I was not addressing the real 
problems through my work, it wasn’t clear to me what would 
be better. At least I knew that I couldn’t be perfect.
With The Interdependence Mandala I had aimed to create an 
environmentally low­impact ephemeral piece that com­
municated ideas about ecology, interconnectedness and 
sustainability. Critiquing the project against 
my own advocated principles revealed that 
there were still problems. As I tried to be good 
in one way, using non­toxic and biodegradable 
materials, my choice of materials was still ques­
tionable. There were uncertain connections 
to possibly toxic agribusiness, hidden social 
implications in the employment of labour and 
fairness of income for producers. This was 
without the consideration of the food miles* of 
the imported grains.
I had considered the environmental issues, 
though only for the end of life of my project. 
Not dealing with the source meant the 
additional social issues were hidden. While 
the audience may not realise or be affected by 
this, I knew. I felt like I wasn’t being completely 
honest.
I had learned about Triple Bottom Line sus­
tainability (see p.122) through the ATN Leap 
course. Complete Triple Bottom Line ac­
counting may have been a big ask of myself, but if I wanted 
to practice design sustainably, I would need to address more 
than just the environmental issues.
Food Miles 
Food Miles is a phrase coined in 
1991 by UK food policy expert 
Professor Tim Lang. In simple 
terms it is the measure of distance 
and mode of travel our food 
takes between production and 
consumption, thus the greenhouse 
pollution released. Generally the 
less distance traveled the better it 
is for the environment. While this 
is useful for raising awareness, 
it is not a complete picture. The 
emissions from the production 
and storage of food must also be 
included. 
(Gaballa & Abraham, 2008) 
(ACF, 2006) (Salleh, 2007 )
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My bags would be made from nylon tulle, but the dream 
technical nutrient they espoused – ‘nylon6’ – would not be 
easily available at this time (McDonoug & Braungart, 2002). 
I could not recycle the bags at their end of life. This will 
most certainly be possible in the future, even then perhaps 
initially limited unless large investment kick­starts a closed 
loop system. Coming up against a silent invisible supply 
chain from manufacturer to wholesaler, I might never know 
where the tulle was made or under what conditions, socially 
or environmentally. The most I could do was help reduce 
consumption of plastic bags for the end user and be honest 
about the limitations. I wanted to communicate these issues 
and what might one day be possible, desirable practice in 
the future.
Developing the project 
During this development I attended a seminar on patenting 
and trademarks. When I saw the promotion for the seminar 
I suddenly became concerned about business issues. I 
listened to lawyers talk about the importance of legally 
protecting your Intellectual Property (IP). 
I’m not completely sure why this became a consideration 
for me. It felt like it was like something I was supposed to 
do – that it was good practice, certainly what you would do 
when designing for a client: protect investment in a design 
for future financial gains. It’s an odd direction given my 
initial anti­corporate concerns. Faced with the desire to 
practice sustainably, I felt I had to address not just social and 
environmental issues, but economic ones too. I felt I was 
supposed to address business issues in the project. This was 
something I had not dealt with in the same way in previous 
projects. So I paid careful attention to the IP lecture and 
considered the issues raised with genuine concern. It was 
also a seductive prospect to think of the potential of the 
project as a real opportunity, to receive recognition and 
financial reward for my ideas.
Now that I was thinking about a final project, it seemed 
there might be some potential here. My previous projects 
had remained in the relative security of the gallery setting. 
Here was an opportunity to design an intervention that was 
placed in the everyday situation of grocery shopping.
The final nudge to pursue these bags as a project for my 
research came after making them as gifts for my postgraduate 
peers for Christmas of 2006. I was somewhat surprised 
that everyone seemed to genuinely like them. Maybe other 
people would like them too. 
I wanted to take my growing understanding of sustainability 
and continue to work on the idea of transparency in 
practice. Instead of bemoaning greenwash (see definition 
p.60), I hoped to offer something more constructive from 
the outcomes of my next project.
Aims of the project
It was in this project that all my aims and ideas came 
together. I would take the idea for the bags and put them 
on the market. Rather than aiming to become a booming 
business venture the bags could be used as a vehicle to 
communicate more complex ideas of sustainability. Putting 
the bags out there for sale, communicating the design values 
I wanted to promote through a tag and website. These values 
included fair production values, transparency and honesty, 
Cradle to Cradle ideas of the technical nutrients, reduction of 
disposable objects through re­use and repair and regular 
review of practice. I wanted to practice with the best possible 
intentions based on what I understood so far in order to 
more carefully consider the other aspects of social and 
economic issues in sustainability. While the bags were not 
a traditional form of communication design, I aimed for 
them to be a device through which these bigger ideals and 
values could be carried.
From the previous projects I knew that I would not be able 
to live up to McDonough and Braungart’s Cradle to Cradle. 
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the complete profit from the bags they made rather than 
being an employee of onestringbag.
After developing the onestringbag branding (fig 8.2), in keep­
ing with my style of low budget productions I had a rubber 
stamp made of the logo. By the start of May 2007 onestringbag 
was on sale at Organic Elements in Victoria Market (fig 8.3).
A day of surprises
It was early August 2007. I was enjoying my weekly grocery 
shopping at Victoria Market when I noticed a lady paying 
for her veggies held in a net bag. My heart skipped a beat 
seeing someone using a onestringbag. A million questions 
rushed through my mind: when had she bought them? By 
this time onestringbag had been on sale for 3 months, this was 
the first time I had seen anyone else using them. Looking 
closer I realised that they were not bags I had made. The 
colours were much brighter: they were fluorescent! (fig 8.1, 
p.75).
Walking on, pondering the range of feelings I was suddenly 
experiencing, from consternation to delight all at the same 
time… someone had copied the bags… someone had copied 
the bags! Although it felt awkward I simply had to know 
more. I went back to find her.
“Where did you get those?” I asked by way of introduction. 
It turned out that her aunt had made them for her and 
only just given them to her that morning. It was a fortunate 
coincidence that I saw her that day. Her aunt was with her, 
Although I was considering this direction I felt that onestringbag 
probably could not be patented anyway, the physical object 
being of simple design and construction. The idea was 
already public, apparently making patenting even more 
difficult. Also it seemed likely to me that others were also 
thinking of the idea, even though I did not find any other 
businesses making these at that time. Trademarking a brand, 
even registering a business name, are important legal and 
business considerations.
In the end I could not reconcile the approach with my own 
values and ambivalent feelings about running a business. To 
do all of this properly could become a full­time occupation, 
as well as a risk. It might take even longer for me to put the 
bags out on sale; and I wanted to put them out there as tool 
for communication. I should have, at minimum, registered 
a business name. In the end I did none of these things. 
Another consideration was the making of the bags. Apart 
from the material concerns, how would the bags be made? 
Initially I would make them myself. 
Thinking forward about potential growth as a business would 
mean outsourcing for higher volumes of production. While 
this could be tricky from a social perspective, No Sweat 
accreditation and production is possible in Melbourne. 
Around this time I learned about a similar company: eco­silk 
bags. I was disappointed to find the bags were made in China. 
The justification was that to be competitive price­wise it was 
necessary to manufacture overseas. At least the owner of eco­
silk was being transparent about this as well as vouching for 
the quality of the conditions where the bags were made.
Being a middleman wasn’t a position I wanted to be in 
either.
I would make the bags myself and price them accordingly 
to address concerns of labour. I decided that if I needed 
to produce more than I could manage I would investigate 
outsourcing to friends with the idea that they would make 
fig 8.2 onestringbag logo
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Instructables (www.instructables.com). Around 
the time the bags went on sale, I had begun 
creating some step­by­step photos. I hadn’t 
completed the process.
With a renewed drive for achievement that day, 
I decided I would immediately follow up on 
a recent tip from a friend: a shop in Clifton 
Hill (Melbourne) that might be interested 
in stocking the bags. The task of being a 
salesperson was unappealing to me and I had 
been procrastinating. Now I packed up a kit to 
present the bags in Clifton Hill.
They liked the bags, though we agreed they might not sell 
as well out of context. They recommended an apparently 
“green” grocery store across the road that might be 
she introduced me as the person she had “ripped off”. To 
counter this I encouraged her aunt, saying I was pleased she 
was making them.
The aunt was somehow involved in a children’s dance 
school which has plenty of scrap tulle left over from making 
costumes. She had seen net bags around and decided to 
make her own. I would do just the same myself. The decision 
to put the bags on sale had taken me a long time because I 
always felt that anyone could easily make their own. Making 
them seemed such an obvious idea to me.
I gave them my contact details, but I didn’t do a very good 
job networking with these ladies about their bags and never 
heard from them. I think I put them off somewhat with the 
idea that I had found that I was being copied. I didn’t mean 
it that way. I was actually pleased! 
On one hand there was a sense of excitement that people 
had finally started taking notice (perhaps due to the latest 
wave of environmental consciousness). At the same time 
competitive feelings that surprised me also arose. I walked 
away with my head whirling. The project was challenging me 
in ways I wasn’t quite expecting, nor prepared to deal with.
By the time of this encounter I already knew onestringbag had 
competition. Two months after my bags went on sale at 
Organic Elements and CERES, I received an email from 
a friend. 
Subject: FW: The Fregie Sack “Looks like you’ve got 
some competition!” (Personal communication, Monday 
9 July, 2007, 12:46 PM)
Seeing these fluoro bags at the market reminded me of 
this. I felt I was letting the project fall away and not giving 
it as much attention that it might take to promote it. I 
should have got onto doing that press release ages ago. I was 
also suddenly reminded that I had originally intended to 
open­source (see p.128) the bags inspired by my readings 
about Creative Commons* and open­source websites such as 
fig 8.3 onestringbag goes on sale at Organic Elements
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creative commons
An alternative to copyright 
restrictions, creative commons 
provide free licenses to enable 
creators of works to assign 
alternative rights to their 
works for sharing, remixing, 
commercial or not.
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fig 8.4 onestringbag product shot
fig 8.5 onestringbag finds other uses
fig 8.6 original 
onestringbag website
fig 8.8 instructable 
audience spreads the idea 
fig 8.7 onestringbag instructable
08. Where did you get those?
86 87
that to become widespread the bags had to be cheap enough 
to buy 10 for $2 in a two­dollar­shop.
He further advised me to visit the organic shop down the 
road where apparently the customers who shop there “don’t 
know value for money” and were more likely to buy the bags 
at the price I had quoted him.
There was so much embedded in that short conversation 
that left me stunned for a while. I hadn’t expected that I 
would convince him to stock the bags in his store. I was only 
there that day because it seemed like something that I was 
supposed to do: get out there and knock on doors. The 
honesty of his response definitely gave me food for thought, 
probably more than I could have ever hoped for. It made 
me realise a few things.
On one hand I could see a business opportunity, however 
his comment about making 10 for $2 really struck me. I 
felt strongly that this was not the time and place to try to 
convince him about the values I was trying to promote. His 
general attitude made me feel he was not open to further 
discussion on the topic. I didn’t recognise the possibility of 
pursuing conversation simply for the purposes of promoting 
the values of the project. 
I had to admit the grocer had a point: to become widely 
adopted the bags needed to be widely accessible. But I didn’t 
want onestringbag to simply be a green eco­opportunity; it was 
about more than replacing a disposable plastic bag with a 
re­usable nylon one. I didn’t want to compromise on the 
social values of the project, I didn’t want to risk the bags 
being produced in sweatshops. To develop the project to 
the level of production that might be necessary for a cheaper 
product would require the kind of time and work I wasn’t 
interested in.
Having so much happen in one day triggering conflicting 
feelings, some sort of action was needed. The greengrocer 
would probably get bags made who­knows­where with his 
interested. Though I was doubtful I went ahead. What 
followed was one of the most interesting conversations of 
the project.
Once I found the store it took some time to gain the attention 
of the busy owner. While explaining onestringbag, I could 
see he was not interested. It came out, or perhaps slipped 
out, that he had seen the bags around and was investigating 
sourcing his own with his logo on it. I was surprised he was 
telling me this and did not instead just say, “No thanks, see 
ya later”.
There was a moment of uncertainty for me: did I want to 
negotiate onestringbag as a supplier? He enquired how much 
the bags were. Instantly I knew the problem I faced. I framed 
my response with No Sweat Shop production values, which 
made the price higher. Shaking his head knowingly he told 
fig 8.9 onestringbag with tag
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to make the bags for other people too. After following the 
steps for making a bag, steps 8 and 9 specifically direct the 
reader to reflect upon mass production and encourage 
localised small­scale distribution.
Steps 8 and 9 from the onestringbag instructable:
(Ivanka, 2007)
The comments posted on the onestringbag instructable give 
a positive indication that people enjoy and appreciate the 
idea. They are inspired, offering inspiration in return. It 
also gives some indication that the idea is spreading with 
other comments about making them as gifts for family 
and friends, a request to use them in a school project, and 
postings on other websites (fig 8.8).
logo stamped on them. I didn’t believe I could convince 
him to consider the bigger issues. I didn’t feel like he was 
interested in listening. Rather than fight what I felt was 
a loosing battle, I decided to return my attention to my 
original intentions – use the bags to promote the values to 
the end users – the people who ultimately can choose to vote 
with their wallets.
In a sense it was almost a way to get back at the greengrocer: 
I would show people how to make their own bags, thus 
bypassing a flawed system. 
I decided to have branding tags made to sew onto my bags 
with the web address: onestringbag.com (fig 8.9). 
My hope was that people who bought the bags from then on 
could carry an easy to remember address which might lead 
others to learn how to make their own.
With this decision made, my inner conflicts began to resolve. 
I was not running a business in the traditional sense. I was 
using the commercial enterprise as a communications tool, 
to promote a bigger idea, to help spread a meme for DIY.
Two weeks later I had new tags and onestringbag was posted on 
instructables.com (fig 8.7).
It lives…
While the labels on the bags I sell in the real world invite 
contribution, feedback and ideas, I have received only one 
email. With the existing and active online community of 
instructables.com responses are easier and more likely. 
Many of the responses are appreciative. Some returned 
ideas back to the onestringbag instructable, such as layering 
multicolour netting to produce a moiré effect, or using the 
bags as a toy holder.
Through the instructable I have tried to continue to 
embody and communicate the principles of sustainability, 
to emphasise the nature of sweatshops and encourage people 
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on? its a great idea, but the way you’ve produced it... Ah 
well, its your choice.
i really like the bags though, they’re very colourful and 
easy to use, and soon i’ll be making one myself :] 
(from: http://www.instructables.com/id/
Make­your­own­onestringbag/)
This helps reveal what might be a common feeling for many 
people including other designers. But giving things away 
can have business benefits.
Rick Prelinger runs a stock footage company with archive 
footage he has collected. He also releases a lot of the footage 
for free download through Internet Archive (www.archive.
org). A competition was held in 2001 for artists to re­cut 
the footage, resulting in highly creative stories which in 
turn remain freely available through Creative Commons 
licensing. Companies wanting to use footage from the 
archive for commercial purposes can buy licenses. Prelinger 
believes that making films freely available promotes his 
archive and keeps the images current in culture. 
“I gross in the low six­figures annually by selling stock 
footage to television producers and ad agencies. But I 
also put 1,100 films on the web for free. These films 
promote what we have in the archives and the images 
make their way back into the culture. The increased 
circulation of the images ups their value.” (McLaren, 
2005)
Certainly onestringbag does not directly compare to the 
Prelinger Archives as a business venture, nor the open­
sourcing. Nevertheless at the scale I have maintained 
Jun 29, 2008. 4:27 PM
healthylife4God says:
Wonderful. I made a set of these today in a bright 
purple netting. I used lime green polka dot ribbon for 
my tag. They look really cool. I added a purple bead to 
my drawstring just to add a touch of sparkle. Thanks so 
much for sharing. 
(from: http://www.instructables.com/id/
Make­your­own­onestringbag/)
Reflection and critique 
onestringbag provided me with very immediate and confusing 
challenges. This project has also been perhaps the most 
difficult project to analyse.
The decision to open­source onestringbag did not come easily 
given my conflicting emotions regarding business. Seeing 
the fluoro bags stirred weird emotions at having perhaps 
been copied in what was a transition point for deciding 
on the crucial aims of the project. Ultimately I wanted the 
bags to be copied. It was perhaps difficult to be immediately 
comfortable with the idea of open­sourcing, as it seems 
contradictory to the business of making and selling bags! 
This apparent contradiction was questioned by one of the 
instructables audience:
Mar 24, 2008. 3:00 AM
altmaker says:
i fail to see why you would sell them over the internet... 
then just LET the person make it themselves. Also, whats 
to stop somebody else improving the bag, then selling it 
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of material choice (Cradle to Cradle technical or biological 
nutrients). Open­sourcing deals with issues in the man­
ufacture of the bags, though places the responsibility of 
material choices on the end maker. Some of these choices 
may be less than ideal environmentally. 
Chapman and Gant’s definitions of design activism include 
an approach of open­sourcing. My own experiences here 
reflect their critique of open­source against a triple bottom 
line perspective. Open­source focuses very much on the 
social arena. Economic and environmental issues are not 
directly dealt with through this approach, though I do be­
lieve these aspects were considered throughout the pro ject, 
by attempting to use the project as an educational vehicle to 
raise these issues for consideration and conversation. But 
the final decisions are left up to the individual.
Even in this final project I remained very much enamored 
by McDonough and Braungart’s ideas from Cradle to Cradle, 
perhaps because they seemed like very tangible concepts 
for me to work with. I was attempting to “be good” but 
always ended up “being less bad” when trying to translate 
principles into a standard communication design practice. 
I was constantly falling back to eco­efficiency just through 
different materials. What I missed at the time was their 
call towards eco­effectiveness, and missed identifying the 
message at a meta level. I should not have read the specifics 
of application, instead I should have focused on the need 
to re­examine my design process. “Being less bad” reveals 
a fundamental flaw in the design process which resulted 
in falling back to eco­efficiency. A move toward eco­
effectiveness means reassessing the way I talk about design.
The challenge is that it can be really difficult to think 
about design in a non­material way. Communication 
design practice often centres on visually communicating 
information. Even design work based on reporting (such 
as Triple Bottom Line reporting) is about communicating 
onestringbag, I did not make risky financial investments, I 
continue to sell the bags locally and still make some money 
from them. For me the onestringbag venture is economically 
viable.
Open­sourcing deals with other challenges I faced; the 
greengrocer, issues of production and sweat shops, of not 
being able to make the “perfect” bag, and my reticence to 
engage as a business person. My resolution to the problems 
I faced are the tactics of de Certeau: my way around or 
through the challenges.
My conflict with the “green” grocer’s reality check made 
me want to react; but I wanted a way to proceed that I was 
comfortable with. The situation revealed my struggle with 
ideas about power and my ability to effect change within 
a mass production system. Open­sourcing was a rapid 
response to feelings of being ripped off, the ideas and values 
of onestringbag being undermined, and became my tactic to 
get around the production issues I didn’t want to deal with. 
I struggled with my own anti­commercial values and a subtle 
fear of following a business oriented direction that might 
lead me back to the place I was trying to get away from. Instead 
open­sourcing resolved these value conflicts and allowed 
me to continue connecting with others leaving behind the 
isolation of the past. Though unexplored at this stage, the 
open­sourcing also opens the possibility of different ways 
of operating that do not conform to conventional ideas of 
exchange and trade. Open­sourcing the bags begins to delve 
into ideas such as a gift economy, where contribution to 
society is valued as much as financial achievement: that there 
are forms of success apart from entrepreneurial success. 
Open­sourcing even begins to challenge ideas of efficiency 
of production, perhaps distributing ideas, instructions or 
recipes for localised on­demand production is far more 
efficient than mass production and distribution systems.
Open­sourcing the bags may have been my way around 
certain problems, but it certainly does not solve problems 
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measurable or material things. More difficult is reporting 
on social capital; what and how can this be measured?
As such I didn’t recognise the opportunities for my work 
to open up social interactions, though the hints were there 
from The Wishing Tree onwards. I couldn’t see the importance 
of the questions “Is it fun being you?” and “Why aren’t 
you gluing it down?”, which actually created key moments 
for the projects. They indicate a more direct response 
and interaction. Not only was the audience engaged with 
the work, I was engaged with the audience. The frustrated 
isolated designer of the beginning, reconnected. While 
similar intentions were there subtly in the work, through 
aims of wanting to educate and provoke thinking, these were 
never explicitly explored or extended. Perhaps I considered 
these by­products of the project, rather than something I 
designed for.
In a sense I was battling with definitions of communication 
design. Although I felt something needed to be different, 
I kept falling back upon material considerations. What I 
really needed was an expanded definition of design to begin 
to open up opportunities for my practice that I will find 
rewarding.
Identifying this bigger potential of the work would not come 
until extensive reflection upon my projects. An important 
step in this process was mapping the projects. This began 
to reveal patterns that aided a deeper understanding of my 
work. This process is described next.
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Home
sewing
machine
• reduce plastic bag consumption
• re-usable object
• audience education:
Values + Principles
avoid landfill at all opportunities
minimise wastage
re-use as much as possible
repair when broken
recycle when beyond repair
transparency + honesty: not the perfect product 
constant review and improvement in sustainable practice
no sweat shops (home made)
cradle to cradle
Audience feedback
How else can they be used?
www. .com
01 : intention
organic elements 
(Victoria Market)
CERES
“sales” pitch
• clifton hill + the $2 for 10 greengrocer
instructables.com
mail order
DIY
open source
peers
“name” ideas
onestringbag
www.instructables.com
02 : actionend of lifeProduct Stewardship
• producer responsibility
recycle
recycle
recycle
recycle
Wholesale
• printed tag (acetate)
Ecocern
Australia
100% post 
consumer 
recycled
Supply chain is 
complex and hidden
FOE
• recycled 
card & paper
courier (van)
bike?
onestringbag
becomes meme like
owned by the audience
becomes a ‘tactic’ for other issues
?
03 : reflection
but what was the paper 
recycled from?
possibly one of the most uncomfortable experiences of the project
not just ‘s elling’ a bag but a complete philosophy
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measurable or material things. More difficult is reporting 
on social capital; what and how can this be measured?
As such I didn’t recognise the opportunities for my work 
to open up social interactions, though the hints were there 
from The Wishing Tree onwards. I couldn’t see the importance 
of the questions “Is it fun being you?” and “Why aren’t 
you gluing it down?”, which actually created key moments 
for the projects. They indicate a more direct response 
and interaction. Not only was the audience engaged with 
the work, I was engaged with the audience. The frustrated 
isolated designer of the beginning, reconnected. While 
similar intentions were there subtly in the work, through 
aims of wanting to educate and provoke thinking, these were 
never explicitly explored or extended. Perhaps I considered 
these by­products of the project, rather than something I 
designed for.
In a sense I was battling with definitions of communication 
design. Although I felt something needed to be different, 
I kept falling back upon material considerations. What I 
really needed was an expanded definition of design to begin 
to open up opportunities for my practice that I will find 
rewarding.
Identifying this bigger potential of the work would not come 
until extensive reflection upon my projects. An important 
step in this process was mapping the projects. This began 
to reveal patterns that aided a deeper understanding of my 
work. This process is described next.
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and then changed my ideas and practice. This timeline 
map will be used illustrate the changes in my practice in the 
conclusion.
The system maps are more complex. These are titled System 
Diagram Mapping to evoke an image that these maps identify 
the place of a project within a larger global system (fig 9.3). 
It is not intended to be a conclusive form of mapping, 
nor claims to be based on systems theory. It is a tool for 
09. Reflective Mapping 
It was during the final stages of reflecting upon the journey 
of my research that mapping became an important tool to 
help clarify the events and understand what they meant. 
This process aided my reflection upon my projects and 
helped me make sense of what I had done.
I use the word mapping here to name the diagrams that aided 
my reflection. The term diagram may be just as appropriate, 
however map seems more suitable as maps also chart the 
journeys undertaken within projects and throughout the 
research, marking where I had begun and where I ended up. 
Here I will describe my inspirations for this mapping and 
how it relates to other forms of mapping and diagramming, 
and finally the reflections assisted through the mapping.
Early attempts at mapping my work were little more than 
sequence­based diagrams. As such they failed to provide any 
insight into my work. Repeated attempts at mapping and 
reflection developed in a symbiotic relationship and began to 
pull out some deeper significance from my projects as both 
the level of reflection and the quality of the maps deepened. 
It revealed the increase in complexity and my understanding 
of the kind of practice that was evolving. These resulted in 
more informed descriptions of my projects.
Two forms of mapping were key to aiding my reflection: 
system diagram maps and timeline evolution map.
The timeline evolution (fig 9.2) was the final map to be 
completed. It aided my memory of events for writing the 
project narratives. It is more of a sequenced based map 
similar to those from early attempts at mapping, refined 
to include not just what happened when, but what I was 
thinking through the process. The timeline charts the 
evolution of my thinking and the literature that informed 
2006 2007 20082005 meme typing pool slf06 wishing tree slf0  mandala onestringbag
‘open source’ design
‘positive framing’
fear of co-option
playing with the idea of memes
culture jamming anti-design
disengaged practice
re-engaging
values based practicewanting to be a
     ‘green’ designer recycling vs.downcycling
the hidden
changing understanding of sustainability
reflective mapping and writing
hyper critical 
of ‘green’ design
creating a meme
100%?
subversion
bike tv &
city repair
9 july
civilian emergency
25 june
cradle to 
cradle
manzini sep small is
beautiful
don’t think of 
an elephant
nova: a crude
awakening
5  jun
veil: 
francois jegou
1 nov
ted: 
edward 
burtynsky
12 sept
*open source!
bags on sale! diy
tags on order
rose st 
market
first 
mail order
stamp
made
deep ethics
22 july
mental speed 
bumps (slf)
22 july
inconvenient truth
22 july
instructables
20 july
fostering 
sustainable 
behaviour
13 nov
atn leap 
global 
sustainability
9 oct - 18 dec
radical 
media
16 apr
freggie sac
9 jul
designers atlas
good
mscp 
images of nature: a philosophical 
introduction to an environmental ethics
april–july
permaculture
design certificate
7-19 jan
designers atlas,
good,
permaculture
principles and
pathways
grc 2 : 14–16 october 2005
Subversion by design / Of no commercial value
Exploration of the area of subversion by design, how design and
consumerism might be subverted to encourage thinking and dialogue.
(to be restated)
grc 1 : 27-29 may 2005
: Subversion by design / Of no commercial value
grc 3 : 2–4 june 2006
Subversion by design 
Exploration of the area of subversion by design, 
how design and consumerism might be subverted 
to encourage thinking and dialogue 
about the environment and sustainability.
(to be restated)
grc 4 : 20–22 october 2006
how might a communication designer lead a more environmentally
and personally sustainable creative practice?
OR 
the adventures of an ecologically conscious communication 
designer and what i've learned so far.
grc 5 : 1–3 June 2007
Interconnections: a communication designer 
engaging others in a conversation about 
the process of sustainability.
grc 6 : 19–21 October 2007
Provoking enquiry: engaging others in an ongoing 
conversation about the issues of sustainable living 
and sustainable design practice…
grc 7 (penultimate) : 6–8 june 2008
Sustainability in communication design and 
the search for authenticity in practice.
evolution of research qs
projects
teaching
incidents:
readings and 
encounters
shifts in practice
inversions
‘Does humanity have a creativity problem?’
If so, can we ever define it and, if so, can we create media 
to help solve this problem?
‘Human beings cannot avoid designing nor ethics. 
 All human activity, including design activity, shapes the future: 
 What do you do now?’
‘Global warming : Our question is why has it taken so long for this awareness to 
 percolate through to the general public, and why did it only happen last year?’
// Adventures + Experiments in Interaction Design:
    An understanding of this field will broaden your vision of design 
    and it's importance to society and how you will contribute to it.
jan feb mar apr may jun jul aug sep oct nov dec jan feb mar apr may jun jul aug sep oct nov dec jan feb mar apr may jun jul aug sep oct nov dec jan feb mar apr may jun jul aug sep oct nov dec
fig 9.2 Close­up of timeline evolution map
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informed and opened my understanding of some of the 
academic literature I had found so challenging earlier on in 
the research. Permaculture gave me insight into the design 
of systems. 
There are several theories and forms of diagramming relevant 
to my system mapping of which I will make brief mention: 
Life Cycle Assessment, Sustainability Issue Mapping, and 
Frascara’s thoughts on ecological diagramming. More 
detailed explanations on these various themes can be found 
in the Mapping terms section at the end of this document 
(p.151). The main inspiration for my mapping came from 
permaculture, which I will describe here. 
Permaculture design
In permaculture a site diagram is used to map a location and 
then design a new system. All the elements are considered 
in relationship to each other. The site diagram 
is a design tool. There are two ways of analysing 
a site: through zones and sectors*. 
The zones (fig 9.4) prompt the designer think 
about the elements of the system in relation to 
the user and each other – the most frequently 
accessed being the closest to the residence (such 
as an often used herb garden), while those 
requiring less input and less frequent visits are 
further away (perhaps the fruit trees). Each 
element is analysed in terms of its requirements 
(such as food and shelter for chickens), its 
by­products (heat, manure from the chickens) and how 
its natural habit can work together with other elements 
in complimentary ways (in an fruit orchard for example 
chickens eating pests in fallen fruit manage pest problems). 
The sectors (fig 9.5) make the designer consider and 
design for the impact of external forces, such as hot or cold 
prevailing winds, summer and winter sun, fire fronts, water 
flows, and how other elements can be used to manage these, 
reflection. Using the word mapping here also denotes a 
process­based activity, as it involves not only remembering 
events of the project, it involves relating and visualising the 
project actions and events to a global context. They are most 
certainly imperfect maps, but it is the thinking process in 
making the maps that was important.
It is these reflective system maps that I will explain in detail 
through this chapter.
Inspirations
The mapping started in February 2008 as an idea for the 
New Views 2 conference. As the idea continued to evolve 
it became a project in itself, and so was not completed in 
time for New Views 2. As I had just completed a Permaculture 
Design Certificate course in January of the same year I drew 
inspiration from there. Completing this certificate was 
an important final critical incident. Learnings from this 
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fig 9.3 Close­up of system mapping 
zones and sectors
In Permaculture site design 
of agricultural systems, zones 
are a method for determining 
the location of plants and 
infrastructure based on, for one 
example, frequency of visits. 
Sectors chart beneficial and 
detrimental energies coming in to 
the site, such as winds or fire.
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practice a project is 
not repeated, where 
as a site, such as a 
farm, while ever­
changing as a living 
system, is at least one 
project to be refined 
over time.
My own map uses 
main ly the zones for 
analysing a project, 
though the material 
and conceptual di­
vide I have developed 
could be interpreted 
as sectors.
Beginning with the 
circular style of 
Hol m gren’s example, the zones from zero to five of the 
personal to the global zones were renamed to relate more to 
communication design practice. They still represented the 
same global spheres of influence decreasing from the centre 
or home­base(fig 9.7).
The left side of the map charts the inputs to a project from 
various places, from global to local going to the centre, where 
the designer (in this case, myself) works with the objects, 
synthesising the project. The results, that is the outputs or 
outcomes of the project, are charted on the right. This later 
evolved into a flattened diagram with vertical rather than 
circular zones (fig 9.8). I also separated the map into two 
sectors: the material aspects of the project (things used to 
make other things) were mapped in the upper section and 
conceptual aspects (the ideas or communications) mapped 
in the lower section.
such as particular types of trees for 
windbreaks or firebreaks.
Developing my system mapping 
from the permaculture model
The mapping I developed drew in­
spiration more specifically from a 
model (fig 9.6) in Holmgren’s book 
Permaculture: principles & pathways beyond 
sustainability, (Holmgren, 2002). 
This diagram is an abstracted con­
ceptual diagram of permaculture 
principles of zones and sectors 
applied to a global context. It was 
this abstraction that made me 
interested in looking at my work 
in this way. Another example of 
adapting this particular zone and 
sector analysis for other related 
uses is Bart Anderson’s model for 
analysing and then developing a 
more sustainable urban lifestyle 
(Anderson, 2008).
Similar to a permaculture designer 
analysing a site, I have used my 
maps as a way to analyse and record 
my projects. The potential to 
then take this analysis to reform 
design practice is a possibility, 
but has not been pursued at this 
point. The value at this stage has 
been focused on the mapping as a 
method of reflection. To reform 
practice would require a modified 
approach to the diagramming, as 
often in communication design 
fig 9.4 “Site design with zones. Zones 
are not intended to be rigid concentric 
circles, they are a way to consider distance 
and use” (Mollison & Slay, 1991, p.12).
fig 9.5 “Sectors show analysis of a site and 
the external forces and energies to be used 
or managed” (Mollison & Slay, 1991, p.13).
fig 9.6 Zone and sector analysis of permaculture 
(Holmgren, 2002, p.xxvii)
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Confronted with a complete map, another viewer might be 
overwhelmed with the quantity of detail. This lead to using 
layers for the different stages of a project: 
1. Intention (The original aims of the project)  
Grey
2. Action (What actually happened)  
Purple
3. Discovery (Reflection upon the project)  
Orange
4. Communication (A final annotated layer to explain 
particular incidents or outcomes in the project)  
Green
designer as synthesiser/filter
zone 5 (Global)
zone 5 (Global)
zone 4 (National/Continental)
zone 4 (National/Continental)
zone 3 (Bioregional)
zone 3 (Bioregional)
zone 2 (Business & Community)
zone 2 (Business & Community)
zone 1 (Personal & Household)
immediate /household/office
zone 1 (Personal & Household)
immediate /household/office
zone 0 (Permaculture Design Principles)
The designer, their values and principes
conceptual material
conceptual material
fig 9.7 Early form of my system mapping showing The Wishing Tree project
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These layers build up from one to four, showing the project 
over snapshot moments in time.
fig 9.10 The Wishing Tree: 1 Intentions
fig 9.11 The Wishing Tree: 2 Actions
fig 9.12 The Wishing Tree: 3 Discovery
fig 9.13 The Wishing Tree: 4 Communication
These can be thought of as layers adding up and gradually 
revealing the complexity of the map. This method can also 
be thought of as digging down into the project as reflection 
deepens (fig 9.9).
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fig 9.11 The Wishing Tree: 2 Actions
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fig 9.9 Layers of the system mapping, layering upwards or digging downwards.
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Project 03 : SLF06 The Wishing Tree
fig 9.14 The Wishing Tree system map showing the desire to create an 
environmental project, but with much of the focus is on the materials.
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03 : reflection
04 : communication
While the tree was successful 
in engaging an audience,  
some core messages were 
likely hidden within the 
aesthetics of the work.  
Reflectio  informed by 
readings revealed to me that 
my eco choices were also 
problematic.
As I completed the work, it 
struck me that much of 
financial cost was hidden in 
the transportation of the 
work. I then began to real se 
how much more was hidden 
within the work that was 
unknown to the audience.
Reading Cradle to Cradle really 
began to challenge my 
notions of recycling, and 
that what I was doing was not 
necessarily that good.
Project 03 : SLF06 The Wishing Tree
fig 9.13 The Wishing Tree: 4 Communication
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fig 9.16 onestringbag system map, more attention on the 
possibilities of a loop of conceptual feedback…
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fig 9.15 The Interdependence Mandala system map, shows a project informed by more ideas 
(intentions in grey), and then as it proceeds an increased understanding (actions in purple).
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Though they are connected, each project is unique and 
cannot be so easily compared.
Another influence upon my mapping was Rupert Basset 
and Lynne Elvins’ (Roberts, 2006, pp.161–191) Sustainability 
Issues Mapping (see Mapping terms, p.151, for a critique of this). I 
had considered developing my mapping for other designers 
to use as a tool, but to be of particular use, support of some 
kind would be necessary to help a designer learn more 
about various kinds of sustainability issues. From reviewing 
Basset and Elvins’ mapping I can see that my own mapping 
required a developing knowledge of sustainability, and so 
may not be suitable in this particular form for another 
designer to use. 
While my maps are reminiscent of Life Cycle Assessment 
(LCA, see Mapping terms, p.151, for description), it does not 
aim to be a quantitative assessment of my projects. Rather 
it is a qualitative representation of the interconnections of 
various aspects of the projects. One of the problems with 
my mapping relates to my critique of LCA. Where are the 
boundaries? Where does the life cycle really stop? And 
for my own mapping: where are the boundaries, how do I 
know where to stop mapping or how far to follow a thread? 
Hence no map is ever truly complete. But does present the 
opportunity to contemplate this as an issue.
Frascara argues that ecological diagramming could be 
used to aid understanding “ecologies of information”, to 
enable the exploration of complex interrelationships and as 
tools for thinking; as such this may increase our ability to 
“perceive the interconnectedness of events” thus becoming 
“more conscious of the consequences of our daily actions 
and able to act more responsibly” (Frascara, 2001).
My own diagrams were completed to represent my projects. 
They enabled me to visually show the global connections 
my practice has through my use of objects and ideas. They 
show the limitations of my choices and the limitations 
of information available at that time – but an increased 
The mapping also incorporates pictures and icons. The 
icons visually assist a return to the diagrams and to re­read 
the content rapidly. The drawings can also be expressive 
of situations such as the obscured supply chain of the 
manufacturer and wholesalers of the materials used for 
onestringbag, represented by dotted and contorted lines (fig 
9.17). 
This is related to a thinking tool known as Soft Systems 
Methodology developed by Peter Checkland. He proposes a 
type of diagramming called rich pictures. This method uses 
drawings and icons that can be more expressive than words 
and capture more subjective aspects of a situation. (Other 
systems thinking tools are described in Mapping terms p.151).
Critique
Originally my maps were intended as a way to critique my 
projects in a global context. I hoped to be able to show 
that with each project my awareness and understanding of 
sustainability increased as each project informed the next. 
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“veggie bags”
communicate
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• polyester thread
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China?
China?
China?
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trucks? bike
Home
sewing
machine
• reduce plastic bag consumption
• re-usable object
• audience education:
Values + Principles
avoid landfill at all opportunities
minimise wastage
re-use as much as possible
repair when broken
recycle when beyond repair
transparency + honesty: not the perfect product 
constant review and improvement in sustainable practice
no sweat shops (home made)
cradle to cradle
Audience feedback
How else can they be used?
www. .com
01 : intention
organic elements 
(Victoria Market)
CERES
“sales” pitch
• clifton hill + the $2 for 10 greengrocer
instructables.com
mail order
DIY
open source
peers
“name” ideas
onestringbag
www.instructables.com
02 : actionend of lifeProduct Stewardship
• producer responsibility
recycle
recycle
recycle
recycle
Wholesale
• printed tag (acetate)
Ecocern
Australia
100% post 
consumer 
recycled
Supply chain is 
complex and hidden
FOE
• recycled 
card & paper
courier (van)
bike?
onestringbag
becomes meme like
owned by the audience
becomes a ‘tactic’ for other issues
?
03 : reflection
but what was the paper 
recycled from?
possibly one of the most uncomfortable experiences of the project
not just ‘s elling’ a bag but a complete philosophy
Project 05 : onestringbag
09. Reflective Mapping
fig 9.17 Close­up of onestringbag system map
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awareness of this fact. My diagrams enable me to show what I 
perceive as limitations and problems with the work created, 
while providing me with a tool to assess and improve my 
practice.
Each map shows the intricacies of a project and in a qualitative 
way do show an increase in awareness of the complex issues 
in the work. The value of the maps in capturing the project 
is being able to return to it, coupled with reflective writing, 
to assist deeper reflection. The final project, onestringbag, 
shows an increase in attention to conceptual outputs – the 
social interactions that arose through the work. Conversely 
the earlier projects help show the recurring preoccupation 
with the material aspects of the projects.
The real value of my mapping resides in its utility for me to 
reflect upon my projects and practice and visually represent 
this to others.
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grc 5 : 1–3 June 2007
Interconnections: a communication designer 
engaging others in a conversation about 
the process of sustainability.
grc 6 : 19–21 October 2007
Provoking enquiry: engaging others in an ongoing 
conversation about the issues of sustainable living 
and sustainable design practice…
grc 7 (penultimate) : 6–8 june 2008
Sustainability in communication design and 
the search for authenticity in practice.
evolution of research qs
projects
teaching
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readings and 
encounters
shifts in practice
inversions
‘Does humanity have a creativity problem?’
If so, can we ever define it and, if so, can we create media 
to help solve this problem?
‘Human beings cannot avoid designing nor ethics. 
 All human activity, including design activity, shapes the future: 
 What do you do now?’
‘Global warming : Our question is why has it taken so long for this awareness to 
 percolate through to the general public, and why did it only happen last year?’
// Adventures + Experiments in Interaction Design:
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principles to a communication design practice. Onestringbag 
provided the greatest opportunity for reflection in action: 
grappling with ideas about sustainability, and my struggle 
with the boundaries of communication design practice. 
While sustainability might have been studied theoretically or 
philosophically, it was only through doing the projects that 
I could begin to better understand the complex theoretical 
concepts I had been reading. And it was the unexpected 
encounters and challenges in the process that provided 
the substance of the reflection through the noticing of 
questions.
In struggling with my practice and trying to make it sustain­
able I found this almost impossible to completely achieve, 
and instead other opportunities arose. Opportunites in 
which communication design became a device for conn­
ection (such as the interaction with the children during 
the Mandala project, and meeting the greengrocer through 
onestringbag), and where I became connected with community. 
The sustaining element, I have found, is the relationships 
made to create a sustaining practice.
Conceptual and theoretical shifts
As I reflected upon my research I wrote a glossary of key 
terms. Writing it formed an important part of my reflective 
process. Many terms were learnt along the way and some 
were rediscovered at the end to help make sense of the 
changes in my practice.
While writing the glossary, diagramming helped me clarify 
the relationships and connections between these terms in 
relation to my work (fig 10.2). Through this, conceptual 
shifts became clearer as new understandings were reached. 
A larger version of this diagram is included in the appendix 
at the end of this exegesis. The terms outlined next are 
structured to approximately follow the evolution of my 
journey. 
10. Conclusion
Cultivating tactics for change
In my search to merge my personal values with my design 
practice I was confronted with many unexpected issues 
and challenges taking me in directions I did not originally 
imagine that I would go. This meant finding new ways to 
understand and manage these challenges. 
The journey of this research came out of out my personal 
values for inspection and refinement. Even though this 
is not where I started, it gradually became my focus, as I 
wanted to merge these personal values with my practice. 
Through this I discovered that it was much more complex 
than I could ever have imagined.
The research became one of finding tactics by which to 
practice, and tactics to change my practice that would allow 
my personal values to be incorporated in my work.
Here I will summarise how my practice has changed and 
how those changes were informed. This journey has been 
mapped on a timeline to visualise these changes (fig 10.3 
and fold out at rear of book). From this I will also outline 
what I have come to know through this research. 
The research
The early projects – meme and Typing Pool – were catalysts for 
the change in my practice. But it was in pursuing sustainable 
design and the ensuing challenges that arose that provided 
the major opportunities for research and reflection.
Most of the research into sustainability and sustainable 
design occurred through the later projects. Reflection on the 
overall journey and the later projects themselves provided 
insights into the experiences of applying sustainable design 
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Protest and critical design approaches are visible outcomes 
of communication designers taking on an activist role. 
Activist gardener Heather Flores offers a critique of activism: 
“Much activism stems from a reaction to a problem, rather 
than proaction in search of sustainable and preventative 
solutions.” (Flores, 2006, p.20). This critique also 
relates to my first two projects as reactive responses to my 
situation.
A different kind of design activism is outlined in the 
following pages.
Sustainability
It was not until my third project, The Wishing Tree in 2006, 
that environmental concerns became a focus. But the word 
sustainability was still not part of my design vocabulary. 
After struggling with reflection on The Wishing Tree, it seemed 
that I did not know enough about environmental issues. By 
the end of 2006 I participated in the ATN Leap Global 
Sustainability course to help develop my understanding. 
This course was an opportunity to reflect upon my design 
practice in the context of global sustainability. Though 
in terms of my own practice, for a long time I hovered 
between considering only environmental issues and full 
sustainability. Taking on more complete sustainability in 
practice potentially opens up the research to many more 
issues than can be easily managed.
Sustainability has many definitions, yet they consistently 
refer to ideas about environmental, ecological, economic 
and social matters. A commonly referenced definition for 
sustainability comes from the Brundtland Report of 1983 
Our Common Future (Brundtland, 1987, p.43)
“Sustainable development is development that meets the 
needs of the present without compromising the ability of 
future generations to meet their own needs.”
Protest Design and Critical Design 
These two forms of design relate to my early projects where 
I began with concerns about subversion and co­option, and 
the inspirations that drove me. Protest design relates to the 
approach of street art that inspired me early on: the voice 
of dissent. 
Protest Design  
“Describes a stream of mainly young designers, who 
reflect and comment on current social and political 
developments and events in their theoretical and 
practical work.” (Erlhoff & Marshall, 2008, p.316) 
In protest design, visual design becomes an important and 
useful tool for making protests more effective and visible. 
Critical Design 
“…[U]ses speculative design proposals to challenge narrow 
assumptions, preconceptions, and givens about the role 
products play in everyday life. The opposite of critical 
design is affirmative design – a design that reinforces the 
status quo.” (Erlhoff & Marshall, 2008, pp.94–96) 
It is further defined as an attitude and approach to design, 
often using irony, humour, or the cautionary tale. It is 
a reaction against forms of design that usually treats the 
audience as uniform and obedient. It borrows heavily from 
art, but to be critical design it must be unmistakable as design. 
Criticisms of critical design include being too negative and 
“anti­everything”, so risk being a sophisticated form of 
entertainment incapable of creating serious change. 
Critical design relates to the approach of my early design 
projects meme and Typing Pool, featuring the cautionary 
tales and the use of humour. Looking back on these early 
projects, the criticisms of this approach ring true to me. 
This was discussed in more detail in chapter 03: Where’s the 
undo?
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be applied in practice. There are various principles that 
have been developed for designers to practice sustainably.
Sustainable Design, or Design for Sustainability
There are a number of wide­ranging principles for Design 
for Sustainability. All seek to turn the initial ideas of 
sustainability into workable methods. Some of the main ones 
include: The Hannover Principles, The Five Principles of 
Ecological Design, Todd’s Principles of Ecological Design, 
The Sanborn Principles, and LEED (Leadership in Energy 
and Environmental Design). Each of these “recognize the 
interdependence of design and nature” (Edwards, 2005, 
p.111). 
Typically these principles advise designers to learn from 
and work with nature acknowledging the interdependence 
of humans and nature, noting that designs should be 
equitable and appropriate to place. But many of these 
principles are written by and for architectural and industrial 
design practitioners. As a communication designer I felt 
they provided little guidance for my own practice. The 
most inspiring and accessible text I encountered early in 
my research was Cradle to Cradle (McDonough & Braungart, 
2002) which embodies The Hannover Principles. Although 
it is not written specifically for communication designers it 
remained an influence on my practice for some time.
Conversely graphic design resources such as Design by Na­
ture (Carlile, 2005–2008) were not of the same influence 
on my practice, in part because I didn’t feel like it was tell­
ing me anything I didn’t already know, and in part because 
initially I had chosen to practice in a manner considered 
unusual for communication designers. Early in my research, 
perhaps a hunch, I could not explain why practices such as 
choice of paper and printing inks were not enough.
The report continues to define this as evaluated in refer­
ence to three interrelated criteria: ecology/environment, 
economy/employment and equity/equality, now known as 
the Three Es. 
One applied form of evaluating sustainability is the Triple 
Bottom Line (or TBL) developed by John Elkington in the 
mid to late 1990s (Elkington, 1999). Like the three Es, TBL 
outlines not only the economic bottom line for business 
but the environmental, and the social and cultural as well. 
Through consideration of people, planet, and profit, TBL 
aims to provide true cost accounting by taking responsibility 
for not just the shareholders of a company but for the 
stakeholders too: those influenced directly or indirectly by 
the business activities of a company.
More recently Aaris Sherin quotes Melbourne communi­
cation designer Anna Carlile’s definition of sustainability 
(founder of Viola Eco­Graphic Design and Design by Na­
ture eco­graphic design resource):
“As global citizens, we have a duty to ensure that our 
work practices are sustainable, whatever the industry. In 
simple terms, it’s about ensuring that the actions of today 
do not compromise the needs of future generations” 
(Sherin, 2008, p.13).
Definitions set the scene but do not tell us what it might 
be like to practice or how to make sustainability happen. 
Overuse of the word in the media risks rendering the term 
meaningless to a wider audience, as everything becomes la­
belled sustainable. The term can become diluted as products 
are sold as eco­friendly but the validity of those claims can 
be dubious resulting in greenwash (see definition p.127).
Regardless of the particular definition, the concept of sus­
tainability calls for awareness and consideration of more than 
just economic imperatives. It also requires the inclusion of 
the environment as a finite resource and consideration of 
social issues from labour to well­being. The concepts must 
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In his paper Design ethics as futuring, Fry discusses 
sustainability and ethics in design (Fry, 2004). He attributes 
the cause of this anthropocentrism in the practice of design 
(and as such, a lack of ethical considerations in practice) 
to a set of obstructions. From his writing I glean the four 
obstructions as follows:
1. Subordination of designers to a restrictive economy, 
which does not accept responsibility for negative 
consequences of production (such as the costs of 
environmental damage are externalised or not factored 
into the cost of production).
2. Inadequate cultural capital of design (often a failing 
in design education), resulting in a deficiency in 
designers’ ability to theoretically grasp neither “…the 
worlds which in which they operate” (ibid) nor the 
agency of the design and its resulting problems in the 
world.
3. Insularity of design profession (which evolved in 
parallel to capitalistic divisions of labour) consisting of 
a closed culture represented by guilds and professional 
acknowledgement and validation through awards 
systems. This limits conversations on design necessary 
for ethical shifts in practice.
4. And lastly: a romantic attachment to “the creative 
subject”. Fry does not elaborate much on this point but 
I take it to mean that aesthetics take precedence over all 
other considerations.
Fry seems to conclude that designers could potentially 
become “key ethical agents” (ibid) so that ethics are no 
longer theory but a way of practicing. 
Fry provides important insight into the philosophical issues 
of design and education for sustainability through his work. 
It is valuable academically and historically as analysis of why 
In spite of this hunch that paper and ink were not enough, 
Cradle to Cradle remained a touch point for my practice for 
a long time. Indeed the text is an inspiration for many 
designers, it is bold, forthright, and polemic and puts 
forward concrete concepts for solving issues. While the 
solutions may be highly technical, they are poetically 
described through analogies with natural living systems 
(such as the cherry tree blossoms producing no waste).
Even though Cradle to Cradle illuminates the reader about 
the issues of down­cycling, it can also mislead designers 
to think that biological nutrients is a nifty solution to our 
material outputs as communication designers. For example, 
a designer might translate this biological nutrient concept 
by creating cards embedded with seeds as a ‘environmental’ 
promotion. Such items may be appealing gestures, but 
show a lack of critical awareness of where the seeds might 
end up. Such examples highlight potential risk of creating 
a false sense of comfort if the issue is interpreted as simply 
biodegradable packaging and composting. It forgets the 
larger ecological context of these materials and provides 
no real understanding or case for overall reduction in 
production and consumption in the first place. 
Thorpe offers this definition of Sustainable Design: 
“…[T]heories and practices for design that cultivate 
ecological, economic, and cultural conditions that will 
support human well­being indefinitely”  
(Thorpe, 2007, p.13).
On reflection this is a highly anthropocentric definition of 
Sustainable Design and it should also include the support 
of non­human well­being (such as animal and plant eco­
systems) indefinitely. Even though this is implied through 
the cultivation of ecological conditions, this definition 
can create misunderstandings that these conditions are 
completely at our disposal to do with as we will.
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and how these problems exist. My issue with his writing is 
that it can be so deeply philosophical it is a difficult for the 
average non­academic designer to access and take anything 
of immediate practical value to a practice. It is interesting 
to me ironic that such a Fry’s provocative text is difficult 
to decipher without the historicity and education that he 
bemoans that designers lack.
The variety of definitions and principles for design for 
sustainability can be overwhelming. There is an inevitable 
learning curve to the field, where the designer attempts to 
practice sustainably and then reflects upon the results of 
action. For myself, learning about and reflecting on the 
ideas of sustainability in my projects led to the realisation 
that it was an ongoing process to be engaged with. Various 
issues arose that lead me deeper and deeper into more 
philosophical considerations which I have only just begun 
to delve into through this research. These reflections and 
some of the stickier concepts I grappled with are covered 
in more detail in chapter 07: What happens when we reach 100% 
efficiency?
Design Activism and Open-source Design
With my practice shifting from the earlier form of activism 
through critical and protest design, my new attempts related 
to a different form of design activism which connects with 
my determination to adopt more proactive frames of 
practice.
In Anne Thorpe’s blog designactivism.net, she discusses the 
difficulties with the phrase design activism. “…[I]f activism 
is simply of form of action intended to create change, then 
all design is activism [sic]” (Thorpe, 2008). Thorpe seeks 
to clarify the confusion by describing design activism more 
specifically: 
“But in these discussions I am interested in activism that 
advocates change on behalf of a wronged, excluded or 
deprived group – such as nature (or the climate), women 
in the workplace (such as women’s wages), or victims of 
war, to name a few examples” (ibid, 2008).
Chapman and Gant define design activism as emerging design 
approaches that foster healthy debate about the idea of 
design as a practice to creating a better society (Chapman 
& Gant, 2007, pp.28–29). The many design activism 
approaches they list are ‘Slow design’, Co­design, ‘Service 
design’, ‘User­centred design’ and ‘Open­source design’. 
It is not explicit as to the kinds of design practices these 
approaches relate to (industrial design, for example).
Each of these approaches are analysed by Chapman and 
Gant against the Triple Bottom Line for their capacity to 
address the interconnected issues of sustainability. They 
conclude that most of these approaches of design activism 
fail to directly address all three of the pillars of the Triple 
Bottom Line of sustainability, the exception being Co­
design which addresses economic, environmental and 
socio­cultural well­being.
The names of these design activism approaches were initially 
unknown to me as I proceeded through my projects. 
With my final phase of reflection and the influence of 
permaculture these activist approaches to design became 
easier to understand. All the theory I had been looking at 
seemed to come together in a networked relationship.
Of these approaches my final project onestringbag features 
open­source design­like method.
“Open design is the investigation and potential of 
open­source and the collaborative nature of the internet 
to create physical objects. People apply their skills and 
time to projects for the common good, perhaps where 
funding or commercial interest is lacking.” (Chapman 
& Gant, 2007, p.29, quoting Wikipedia, Nov 2006) 
The limitation to open­source design in onestringbag is 
described in chapter 08: Where did you get those?
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Greenwash
This term is referred to in chapter 06: Why aren’t you gluing it 
down? After learning more about sustainability recognising 
greenwash became very easy. It also became clear when 
attending the Fostering Sustainable Behaviour Workshop 
(Melbourne, 13 November 2006) that many potential eco­
clients would be well informed on environmental issues 
and be unimpressed by designers who didn’t do their ‘eco­
homework’.
Framing
Framing is a smaller but important influence upon my 
practice. My use of it refers to George Lakoff’s Don’t Think of 
an Elephant (2004). Subtitled as The Essential Guide for Progressives 
to help shift the balance of power in US Politics away from 
Conservative rule, it is about language and the way it is used 
to shape the way we think. 
“Frames are mental structures that shape the way we see 
the world. As a result, they shape the goals we seek, the 
plans we make, the way we act, and what counts as a good 
or bad outcome of our actions” (ibid, p.xv).
The basic lesson is: “…when you are arguing against the 
other side: Do not use their language. Their language picks 
out a frame – and it won’t be the frame you want.” (ibid, 
p.3).
As designers we translate words and ideas into visual 
communications. The frames created by these words extends 
into the visualisations we create, thus framing will be just as 
important. For my own practice learning about framing 
was important in confirming my shift from the anti and 
culture jamming approach (and the risk of focusing on the 
frame and language of the opposition, what ever that may 
be), leading me to think more carefully about the values I 
wanted to communicate.
With my desire to design for environmental issues, focusing 
on the problems to leverage from may not be as effective as 
defining new values to live by and thus creating a message 
and vision of what to aim for. As Lakoff states, “[r]eframing 
is social change” (ibid, p.xv).
The influence of framing on my practice is described in 
chapter 06: Why aren’t you gluing it down?
Permaculture
Permaculture is a late influence in my research. Readings 
in this area inspired the development of the Reflective 
Mapping of my projects to illustrate an increasing awareness 
of my work in a global context.
In Introduction to Permaculture Mollison describes growing up in 
Tasmania where the natural world and the skills of people 
provided everything they needed (Mollison & Slay, 1991). 
He relates this as something of a dream until the 1950s, 
when he began noticing environmental degradation and 
depletion of resources through human impact. Mollison 
joined in protests against the political and industrial system 
he saw destroying these environments. 
“But I soon decided that in the end achieved nothing. 
I withdrew from society for two years; I did not want to 
oppose anything ever again and waste my time. I wanted to 
come back only with something very positive, something 
that would allow us to exist without the wholesale collapse 
of biological systems” (ibid, p.preface).
This lead to the development of permaculture with David 
Holmgren in 1979, a pragmatic response to the challenges 
faced.
Based on a set of ethical principles as directives for action, 
the term “permaculture” was coined by Mollison and 
Holmgren in their first instructional book Permaculture 1: 
A Perennial Agricultural System for Human Settlements (Mollison & 
Holmgren, 1987). The term was created as there was no 
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adequate word to describe the activities they were advocating. 
It is a truncation of the phrases Permanent Agriculture and 
Permanent Culture.
Mollison defines permaculture as: 
“…the conscious design and maintenance of agricul­
turally productive ecosystems which have the diversity, 
stability, and resilience of natural ecosystems. It is the 
harmonious integration of landscape and people pro­
viding their food, energy, shelter, and other material 
and non­material needs in a sustainable way. Without 
permanent agriculture there is no possibility of a stable 
social order” (Mollison, 1990, p.ix).
The basic principles include: to work with nature rather 
than against it, to find positives in problems and make them 
into solutions, to invest minimum effort for greatest effect, 
the only limits being the imagination of the designer. The 
principles are guided by ethical directives of care of earth, 
care of people and the return of surplus to these.
In more recent writings David Holmgren defines perma­
culture more specifically as:
“…the use of systems thinking and design principles that 
provide the organising framework for implementing 
the above vision [of consciously design landscapes 
mimicking natural system patterns to locally provide 
for human food, fibre and energy needs]” (Holmgren, 
2007, p.xix).
Similar to sustainability, permaculture can be tricky to 
define briefly because it includes many diverse activities. 
Flores helps clarify its meaning with this definition:
“Permaculture is not just about the elements of a system; 
it is also about the flows and connection among those 
elements. You can have solar power, an organic garden, 
an electric car, and a straw­bale house and still not live 
in a permaculture. A project becomes permaculture 
only when special attention is paid to the relationships 
between each element, among the functions of those 
elements, and among the people who work within the 
system” (Flores, 2006, p.19).
Additional attraction to the concept for me are the principles 
of permaculture taught in a way to enable the student to 
become the designer of their own system, and then teach 
others the fundamental methods of the approach. The 
design methods and the ethical principles combine to help 
the designer to always be mindful and informed during 
any intervention (such as work for developing countries), 
to know that the work completed does not have hidden 
detrimental side effects and that it is appropriate to its place. 
Permaculture, while being a method of design, is a meta 
method. That is, it is adaptable to the specific requirements 
of different climatic situations.
The early vision of permaculture as permanent sustainable 
agriculture has evolved into the application of the principles 
for the design of permanent or sustainable culture as 
permaculture­inspired activists, such as Flores, seek to 
re­establish, nurture and grow communities in urban 
locations through the activities of food gardening.
Permaculture certainly does not contain all of the answers 
for the communication designer. It originally addresses 
household and food production systems and self­sufficiency 
as ways to reduce impact and maintain stability. What it does 
offer, is the down to earth, practical, pragmatic, everyday 
accessible and low tech methods – aspects that is lacking 
in Cradle to Cradle and Fry’s writings. Permaculture can 
teach how to think as a designer. It doesn’t teach one size fits 
all solutions, but how to analyse a situation for solutions 
appropriate to place. 
Permaculture collates low tech and low impact examples 
that already exists historically as design innovations from 
around the world. It also makes systemic thinking an 
accessible concept to learn and apply. As Frascara and my 
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own diagramming shows, systemic or ecological thinking 
helps you understand the complex relationship you have 
with your environment.
Where Cradle to Cradle is high tech and sometimes speculative 
of future technological developments, permaculture 
presents examples that are low tech and are working now, 
offering practical applications that can be implemented 
immediately. The aim of permaculture is to make initial 
higher energy investments to create a sustainable low 
energy system. In contrast, high tech recycling models of 
Cradle to Cradle will require continual energy inputs to cycle 
materials through the system, so the overall production 
and consumption patterns will continue. While much of 
permaculture does not obviously translate directly into 
communication design practice, there are valuable lessons 
from this comparison, for example, the direct accessibility 
and immediacy of methods for in reducing human impact 
and consumption, and the application of design thinking 
to practice and it’s relationship to a larger environmental 
and social system.
Tactics and “Making Do”
De Certeau defines the actions of those in positions of 
weakness as tactics. The tactic “…is an art of the weak” (1984, 
p.37), for a person that must make do within the terrain 
imposed upon them. The weak, having no authority, find 
alternative approaches to achieving their desired outcome.
The tactic is contrasted with the strategy; the label for the 
actions of those in power. While the strategy is the position 
of the strong and assumes a “proper” place from which to 
interact with other distinct entities, the tactic has no “prop­
er” place. It has no base to secure and prepare itself. Time 
becomes an important element in seizing “opportunities” 
as they happen, so they become:
“…victories of the ‘weak’ over the ‘strong’ (whether 
the strength be that of powerful people or the violence 
of things or of an imposed order, etc.), clever tricks, 
knowing how to get away with things…joyful discoveries, 
poetic as well as warlike” (de Certeau, 1984, p.xix).
Upon first reading about de Certeau’s tactics it did not seem 
to relate to my work. I rejected the ideas because the writing 
used metaphors of war and conflict. This seemed to be in 
opposition to another text I was inspired by, Don’t Think of an 
Elephant!: Know Your Values and Frame the Debate (Lakoff, 2004). 
The concept of framing the debate had inspired me to 
shift my practice from an oppositional “culture jamming” 
aesthetics to presenting ideas with more confidence and 
positive framing (my use of the word Framing is defined 
above). To then read about war­like tactics did not make 
sense. I did not feel I was in battle. As my approach to design 
evolved, I wanted to create uplifting work.
Through reflection of my final project, onestringbag, the idea 
of the tactic became clear. The tactic was not about war and 
conflict, it was about how I “made do” with the situation and 
made the most of it. The choices I made when confronted 
with unexpected challenges.
Really, framing is also a tactic as is permaculture, a movement 
based on tactics, filled with ideas to inspire the creation of 
an abundance of resources drawing upon minimal capital.
Sustaining: A sustaining practice
In concluding my research I use the term sustaining specifically 
to describe my own desire to evolve my practice to something 
that is personally satisfying, that accommodates my values 
– enabling me to practice with awareness and make my 
values explicit; that is growing and developing through 
ongoing learning (research etc.); a practice I enjoy and 
want to continue.
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Tools of change
Various theories have informed my practice and tools that 
have helped me understand and visualise these changes. 
These are described next.
Insights for change
A number of insights have been important in the changes in 
my practice. These are: 
•	 Framing	and	language	(as	per	Lakoff),
•	 Tactics	(de	Certeau),	
•	 Illusions,	
•	 Understanding	of	systems	and	
•	 Diagramming	as	a	reflective	tool	for	developing	a	
sustainable design practice
Framing
In addition to the framing of values, Lakoff’s other 
writings about language and metaphor (Lakoff & Johnson, 
1980) have given me further perspectives on the issues of 
sustainability and the words we use to talk about it. Language 
carries meanings that evoke metaphors in our minds. This 
is important when issues are discussed and presented. 
Apart from framing change in a positive way, the kinds of 
change needed to create a sustainable world may well be 
limited by language that evokes concepts of little change. 
I have reservations about the use of the phrase sustainable 
development, which is intended to represent a stable economy 
based on reduced growth. But the word development could 
invoke metaphors of building and construction, and so 
limit the potential to introduce the new way of thinking 
about our world and economy.
I see this role of language and metaphor as an important 
factor in the practice of communication design. As design­
ers we produce visuals to communicate messages and ideas. 
An understanding of this concept can help us challenge and 
improve the kinds of communications we create.
The role of tactics
The journey of this research has been one where the search 
for a more satisfying practice revealed the use of tactics.
Subversion and culture jamming were the initial tactics 
employed in trying to change my practice. As my values 
began to emerge and become clarified through the projects, 
the tactics in use also came under scrutiny.
Reframing my practice lead to finding other tactics and so 
a change in practice.
Illusions and complexity
Through reflection on my practice against sustainability 
principles, I came to realise that practicing sustainably was 
not as simple as wanting to be a green designer and applying 
green principles. Reflection and critique of my projects 
lead me into the deeper issues of sustainability and that 
being green was not what it seemed.
Learning more about sustainability lead to hyper­criticality 
of design. It became easy for me to say what was problematic 
with other designs. It was much harder to say what would be 
more appropriate. 
With my illusions of achieving a sustainable design practice 
dismantled came the realisation that continuous engage­
ment and reflection is needed. And that what mattered to 
me was not just the material considerations but the values 
conveyed through the projects I engage with.
Systems and reflective diagramming
Thinking about sustainability means thinking about the 
world as a complex ecology of connected activity. It means 
thinking about not just environmental issues, but social 
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and economic ones also. Thinking about the practice of 
communication design as a part of a larger system helps me 
identify and acknowledge the complex interconnections 
and helps me think about how my practice fits into a bigger 
picture.
Mapping the changes in my practice
Creating a map of the evolution of my practice was an 
important tool which revealed to me how dramatic the shifts 
have been, and how in many ways my approach to practice has 
been inverted. In part the research has invoked a distillation 
process of identifying what really matters to me as a person 
and how I then make this part of my everyday practice as a 
communication designer. These shifts and inversions can 
be seen represented graphically in the timeline map (fold 
out at the rear of this book) and are described in more 
detail below.
The timeline of the research spans the four years (part time). 
At the very top of the timeline are the titles and questions of 
my research presented at Graduate Research Conferences 
(GRCs) every six months. The research projects rest on the 
timeline (fig 10.4) to show the timeframes of development 
(a grey bar) and the presentation phase of a project (black). 
The timeframe of projects are traced down the lower half of 
the timeline to show the intersection with critical incidents 
and influences on my work, and the changes in my approach 
to practice over time. The different changes in my practice 
are depicted using key words and graphic devices and are 
explained in more detail below.
Inversions
There have been interesting inversions in my practice, 
where my ideas and approach to design has been challenged 
through peer critique, reflection and critique against 
literature and in a sense flipped over. The inversions 
almost seem like mirror opposites but the evolution is 
firmly connected to its origin. These include the shifts 
from culture jamming and my fear of co­option.
Inversion from culture jamming to positive framing 
When I began my research I was drawn to the aesthetics of 
culture jamming as an approach to practice. I was interested 
in subversion, which translated into the meme and Typing Pool 
projects with anti­design narratives. 
The inversion is the change from the culture jamming 
approach in my design, to what I have labelled as positive 
framing (fig 10.5). Positive framing is my term based on 
Lakoff’s framing (see above), to contrast the shift in my 
design approach from the culture jamming approach the 
more poetic and cheerful approach. 
The change began after participating in the Tangibilism ex­
hibition, where I was inspired by the plasticine tree. The 
moment of change can never be accurately pinpointed. But 
in the timeline the graphic indicates a diminishing interest 
in the anti­design approach overlapping with a growing 
desire to use a more positive approach. After Tangibilism I 
decided to adopt a more positive approach with The Wish­
ing Tree project, but it took some time to build confidence 
in this. Reading Don’t Think of an Elephant (Lakoff, 2004) 
validated my aims informed by the importance of framing. 
My new awareness of reinforcing the negative by restating it 
prompted me question my values and how I stood for them. 
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Instead of being anti­something, I had changed to present­
ing my values in a positive frame.
Inversion from co­option to open­source 
The less obvious inversion, perhaps smaller than the 
graphic indicates, is the change from a fear of co­option to 
open­source design (10.6).
This one is almost a subset of the previous inversion. For 
me the anti­corporate approach was coupled with a fear of 
co­option. I was drawn to the aesthetics of culture jamming 
as an approach to practice and so I was concerned about the 
co­option of street art. I was searching for something or a 
practice that could not be commodified. 
Likewise the moment of change cannot be pinpointed. 
Rather than consciously choosing to not be concerned 
about co­option, the focus of my practice shifted 
towards environmental concerns, and co­option was 
simply forgotten and faded away. I became caught up in 
sustainability and what that meant for me.
It was not until I attended a lecture, Radical Media (Downing, 
2007), that I noticed this change had taken place. A 
question from a member of the audience made me think 
about co­option of alternative culture, one of the concerns 
early in my research. Reflecting on this I then realised I 
was no longer concerned with co­option as an issue in my 
practice.
Learning what it means ‘to be green’
My research began with disillusionment with design and 
disengagement with my practice. The search for something 
meaningful motivated my thirst for information and 
learning which lead to a re­engagement with design. This 
evolution is depicted by a pulse­like graphic, beginning as a 
jagged spikey line that smooths out as my priorities shifted.
This is not to suggest a practice that eventually flat­lined 
into a state of peace and harmony. The ups and downs and 
confusions still occur, but by contrast are more engaging 
and thought­provoking than the initial agitated confusion. 
From first realising that I wanted to be a green designer, 
my practice continued to be informed by readings and 
encounters. From my original ideas of “being green” 
challenged by Cradle to Cradle, learning more about 
sustainability through the ATN Leap course and a moment 
of being hyper­critical of design, to a gradual change in 
how I understand sustainability and what it means in my 
practice.
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Memes
Another shift that can be identified is the way some of the 
ideas I played with in earlier projects become embedded 
later on. For example, memes were an idea I was explored 
in my first project. But really it was visual and word games 
that I produced rather than actually creating a meme. In my 
final project onestringbag, it is interesting to note that with 
the ideas of open­sourcing I am actually aiming to create 
a meme: aiming to spread a DIY idea on a global scale 
through the Instructables website.
Subversion redefined
Subversion was a theme I was interested in at the beginning of 
my research, but fell away without any specific investigation. 
Early projects were attempts at subversion through culture 
jamming, but as critique of design activism reveal, without 
careful thought this approach risks changing little. As per 
Lakoff’s writings, subversion in this way may do more to 
reinforce what it opposes. 
Subversion was not an area I researched in any depth as 
the bulk of my energy was directed towards learning about 
sustainability, but it is interesting to see how the theme 
re­emerges in my final project onestringbag. My personal 
disinterest in running a business and some of the activities 
required to do so, as well as the concerns about patenting 
and unethical methods of mass production, resulted in 
the tactic of open­sourcing the design of the bags through 
the Instructables website. While giving things away can be 
a strategy to generate business, this was not my intention 
here. 
The open­source tactic ultimately became a seemingly 
subversive activity, using the onestringbag business to generate 
attention through a DIY meme. The subversion of my early 
projects subsided and evolved into finding different ways 
to be: to work outside the norm of conventional practice. 
In this way communication design becomes something 
more than graphic material outputs and begins to facilitate 
immaterial outcomes. 
The relationship of my research 
with my teaching practice
While my teaching practice was not a direct focus of the 
research, reflection upon alignment with my research 
reveals the ebb and flow between the two as they informed 
each other. While I taught many different subjects, the 
course most directly aligned with my research is a second 
year communication design course at RMIT. This course 
began life as a web­design subject with emphasis on 
technology­based skills. In 2005 my colleague and I decided 
to prioritise design thinking as a way to motivate students to 
critically engage with the creation of design and media.
Initially my early research concerns about industry practice 
were reflected in the course themes and the design challenges 
set for students. As my research evolved to explore issues of 
sustainability, these concerns also drifted across into the 
course. My first attempts to incorporate sustainability into 
my teaching were unsuccessful due to poor integration with 
the course aims and learning outcomes. I failed to provide 
constructive tools for students to work with regarding the 
complexity of design for sustainability or how they might 
deal with it. This resulted in students being introduced 
to issues they couldn’t solve. The course needed structure 
and support to provide practical tools to the students 
in exploring sustainability through design. It was in the 
following year that I really began to understand how I might 
be able to do this.
Through the development of the onestringbag project, in the 
wake of The Interdependence Mandala, I was further filling in gaps 
in my knowledge and understanding of sustainability. The 
key point was attending a lecture in Melbourne by Francois 
Jegou (colleague of Ezio Manzini). Originally I had been 
confused by and struggled to read their work (see p.59, 
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chapter 06: Why aren’t you gluing it down?), and as such I left 
their work behind as something I was not able to access at 
that time. Seeing Jegou present about the details of their 
scenario and visualisation methods (drawn from interaction 
design) at this lecture finally made their work accessible to 
me. At last I understood the how and why of the work much 
more clearly.
In 2008, I had the opportunity to take the lead on 
developing this course that had historical link to technology 
and web design. My fresh understanding of Manzini and 
Jegou’s work, coupled with further reading of recent 
developments in interaction design gave me the structure I 
was looking for. My aim was to emphasise development of 
ideas and designing interactions, be they digital interactions 
or interactions between people. The course became framed 
as Adventures in Interaction Design, which provided structured 
research and prototyping design process to the students.
Drawing upon Manzini’s work provided me with 
opportunity to introduce case studies of scenarios in use 
from the Sustainable Everyday Project and present students 
with the inspiration of innovative design for sustainability 
practice.
As in previous years of the course, the brief remained open 
to allow students to choose their own topics of investigation. 
Even though environmental themes were not a specific focus 
of the course, some students willingly chose to explore this 
issue.
Previously I had struggled to share my knowledge on 
sustainability with the students. This time interaction 
design methods provided the students with constructive 
thinking and planning tools to pursue any design problem. 
It also provided me with a powerful method to implicitly 
integrate sustainability into my teaching.
fig 10.6 New Views 2 Poster by Kelley McIntyre, http://newviews.co.uk/gallery/posters
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More than sustainable design:  
a sustaining practice
Engaging in a practice that integrates my values lead to a 
more rewarding experience of designing. This research has 
allowed me to explore the ways in which my values may be 
expressed through my practice.
When integrating my values the challenges that arose lead to 
a greater opportunity for change and development, another 
factor necessary for me to lead a rewarding or satisfying 
design practice.
My previous practice existed in a common hierarchical 
model for graphic design studios where activities are divided 
for reasons such as efficiency by centralised management of 
tasks and client interaction. While this may have economic 
benefits for the company, for myself it was an isolating and 
unrewarding experience that under­utilised or even wasted 
the skills that I could have contributed to the business.
Integrating my values breaks down the barrier of separation 
of the me as designer and me as human being – a divide I 
believe is fundamentally unhealthy on a personal level, but 
professionally too. To operate professionally in a manner 
that opposes one’s personal values I believe undermines 
or neutralises any personal actions I may take towards a 
sustainable future.
When I saw this poster (fig 10.6) I connected with it 
instantly:
Sometimes I dream of giving all this up to go live on a 
tiny island where I’ll raise sheep, make yarn, and weave.
—Kelley McIntyre
Baker, Printer, Quilter,
Knitter, Writer, Weaver,
Graphic Designer
My connection to it comes from my own diversity of 
creative practice. I am also a baker, sewer, and gardener 
(something I think of as highly creative act in many ways). I 
do not feel that my practice need be limited by being only a 
communication designer, and indeed it is far more enjoyable 
and invigorating to take part in a variety of creative tasks. I 
don’t think of myself as just a communication designer, but 
as a creative designer with an imagination that can take on 
many and varied design problems. Communication design 
is simply one part of my creative tool set.
Many of the frustrations that arose through the research 
were due to a limited understanding of what was possible 
to engage with as a communication designer. Often I 
battled (within myself) with the roles that were familiar: 
simply communicating information (a form of education), 
or playing the role of intermediary in the creation of the 
public face of another business (the sales person). This to 
me feels like design at arms length – disengaged. 
This connects back to the way communication design was 
taught to me as a student, implicitly and sometimes even 
explicitly. This common phenomena is recorded by other 
designers who also describe this disinterested service 
provider role of the communication designer. Poyner 
describes a British design think­tank Design Agenda who 
equate being a designer with being an accountant and that 
the focus should remain on design with any form of political 
engagement reserved for spare time (Poynor, 2001, p.146). 
Rich also anecdotally discusses a dominant role of the 
communication design consultancy as providing:
“the best possible service regardless of the owners’ 
personal ethics…prejudice must be put to one side…
to give the client the best possible corporate clothes.” 
(Rich, 2002, pp.191–192)
Integrating my values into my practice was new territory 
for me. Hence when I was confronted with unfamiliar 
situations, even though I had firmly placed myself in these 
positions, they were difficult to respond to creatively with the 
skills or preparation that might have been necessary. These 
10. Conclusion
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include moments like “Why aren’t you gluing it down?” or 
the interaction with the greengrocer for onestringbag. 
Embracing my values opens up a new world of possibilities 
for my practice where I am no longer an invisible 
intermediary, but an active participant in the process, and I 
am fully engaged. Rather than abandoning communication 
design or trying to redefine it, what I really needed to do 
was redefine my own practice as one made of connected 
skills where communication design is just one part.
As communication designers seek to shift their practice 
towards sustainability, many will address this through 
material improvements to their practice, for example, 
recycling, specifying eco­paper, printing with vegetable 
based inks, and workplace efficiency improvements. These 
are all important improvements, and it tangibly satisfies 
their goals. However, one of the underlying issues in 
focusing on just eco­efficiency measures is that it does 
little to reduce overall ecological impact (Senge, Carstedt, 
& Porter, 2001). Designers who, having recognised these 
eco­efficiency limitations may feel helpless to do any more 
and may even feel they are facing an unsolvable problem. 
However, through my research, I have found that adopting 
a deeply reflective practice that engages critically with 
environmental theory has attuned me to design methods 
and tools for my practice beyond material considerations. 
With a deeper understanding of the complexity of 
ecological issues, a designer can engage with their clients 
in a richer conversation beyond eco­efficiency measures. 
Such conversations can take place not only with the ideal 
(perhaps pro­bono) eco­client, but any client in day­
to­day design practice. This conversation with the client, 
who may not be engaging with sustainability issues in their 
business, can have the potential to become a collaborative 
learning experience.
Communication designers have much to contribute to 
the field of design for sustainability through creating 
visualisations of complex issues and relationships and the 
representation of new visions of sustainable lifestyles and 
behaviour to shift public behaviour patterns.
In my own practice the tools and learnings, such as the 
mapping and visualisation  from this study, is informing 
current design projects to co­design solutions with a 
community for bush fire preparedness. The visualisations 
and scenarios in this project aid the community to identify 
their social networks and gather local knowledge to inform 
strategising and planning for a bush fire event.
Possible future research could investigate how methods 
for mapping and visualisations can assist practitioners 
to reflect upon and develop their design practice towards 
more sustainable outcomes. This investigation extends the 
mapping methods I have explored, which was critical in 
accelerating and revealing tacit understandings of my own 
design practice. 
 
150
  
mapping terms
152 153
Mapping terms
Mapping terms
The terms outlined here extend and support chapter 09: 
Reflective mapping.
Systems thinking tools
Diagrams (Mind Maps), Systems Maps, Influence Diagram, 
Multiple Cause Diagrams, Sign Graph, are all proposed as 
thinking tools (Shipp, 2002) through an Open University 
course for systems thinking diagrams. These thinking 
tools do not lead to concrete or definitive answers, but 
help the user think through a situation with more clarity. 
Systems thinking tools were not a direct influence on 
my own mapping, but were investigated later for further 
development of my own work.
Soft Systems Methodology, developed by Peter Checkland, 
proposes a type of diagramming called “Rich Pictures”. 
This method uses drawing and icons that can be more 
expressive than words and capture more subjective aspects 
of a situation. 
Life Cycle Assessment (LCA) 
LCA is a way to quantitatively measure the ecological impact 
of a objects from start to end of life. It is intended to aid 
selection of more sustainable options. LCA can be expensive 
and time consuming to complete and it can be difficult to 
compare different objects on equal ground. There are also 
potential issues with where to draw the line on the impact 
of a product. To be manageable boundaries must be drawn. 
But in doing so other objects, processes or people that are 
connected are left out of the story. 
Sustainability Issue Mapping 
After I began my own mapping I found this method devel­
oped by Rupert Basset and Lynne Elvins (Roberts, 2006, 
pp.161–191). Designers are sup­
plied with a series of maps and a set 
of starter issues to place, the issues 
most important to the designer are 
placed closer to the middle of the 
map.
This method seems to assume the 
designer knows little about sus­
tainability. It seems to be geared 
for designers to think about 
balancing the various agendas of 
financial social environmental and 
personal. 
It is difficult to understand exactly 
how the mapping works or what is 
achieved by doing it, as this is not 
described in specific detail. Nor 
do they explain how designers are 
enabled to change their practice or 
what they learn from the process of completing the maps.
Perhaps due to Intellectual Property issues there is not 
enough information for me to be able to conduct my own 
Bassett and Elvins’ Sustainability Issues Mapping.
The main thing I gather from the maps completed by the 
designers is to show their vocabulary for business issues are 
more developed than the environmental issues; but I don’t 
see how this then leads them to learn more. I also feel that 
the more developed vocabulary of business issues and less 
developed vocabulary of environmental issues is a matter of 
issues being opened up in the business side and collapsed in 
the environmental side (figs 11.2 & 11.3). 
I felt this also meant that there is nothing particularly quan­
titative to be gleaned from the number of squares, rather 
there is something more qualitative in the way issues are 
described and defined. Many of the environmental issues 
fig 11.1 Design context map 
(Roberts, 2006, p.169)
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listed could be expanded more, 
thus needing more squares, and 
many of the business issues likewise 
collapsed or grouped into themes, 
using less squares.
Placing these squares doesn’t mean 
the issues are being addressed and 
the map could look deceptively 
balanced.
From reviewing this mapping I can 
see that my own mapping required 
a developing knowledge of sustain­
ability. To be of particular use to 
another designer, support of some 
kind would be necessary to help a 
designer learn more about various 
kinds of sustainability issues. 
Jorge Frascara on diagramming for ecological thinking
“I would argue in favor of an education that would 
contextualize and integrate information in meaning­
ful wholes. Instead, the specialist education that the 
dominant culture has promoted fosters a decontex­
tualization of knowledge. The business obsession 
with efficiency and competitive performance looks at 
immediate actions and immediate returns, and dis­
regards long term effects and distant consequences” 
(Frascara, 2001).
Frascara argues that sequential unilinear thinking limits 
our ability to think in ecological terms; the perception of 
“context, complexity and simultaneity” limits our capacity 
to understand serious physical or social problems (Frascara, 
2001).
He proposes diagramming to aid understanding of “ecolo­
gies of information”, enable the exploration of complex 
interrelationships and as tools for thinking. As such this 
may increase our ability to “perceive the interconnected­
ness of events” thus becoming “more conscious of the 
consequences of our daily actions and able to act more 
responsibly” (ibid).
fig 11.2 Map by designer Dan 
Eatock (Roberts, 2006, p.191)
fig 11.3 Map by designer Violetta 
Boxill (Roberts, 2006, p.183)
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02 : action
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carlton to fed 
square: car
car
toxic leech from fabric and 
tubing  to water?
?
?
?
?
?
?
?
?
03 : reflection
04 : communication
While the tree was successful 
in engaging an audience,  
some core messages were 
likely hidden within the 
aesthetics of the work.  
Reflectio  informed by 
readings revealed to me that 
my eco choices were also 
problematic.
As I completed the work, it 
struck me that much of 
financial cost was hidden in 
the transportation of the 
work. I then began to real se 
how much more was hidden 
within the work that was 
unknown to the audience.
Reading Cradle to Cradle really 
began to challenge my 
notions of recycling, and 
that what I was doing was not 
necessarily that good.
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bike SLF07
?
?
?
?
?
?
?
?
?
?
? ?
+
mandala
Buddhism SLF07 theme
“…you’re a part of it”
communicate
collaborate
promotion  
recruitment
documentation
with other designers:
Communicate and develop:
Cradle to cradle
Sustainable design practice
ephemerality
interdependence
no waste
embodied energy
recycling not “down cycling”
www._________.com
01 : intention
Grocery store
rice and grains
Yellow Split Peas
Red lentils
Urid Whole (Black)
Moong Whole (Green).
Moong Split
Adzuki
Basmati Rice
Red Rice
Red Kidney
Kala Channa
Hot Chilli Powder
Urid Split
Brown Lentils
fabric store
calico
embodied energy and water data
Community Garden
sunflower
02 : action
?
?
?
?
?
?
SLF07: Edge Theatre
Posters 
& Flyers
Soup mix
Food Not Bombs
Soup mix
: dreamspheres
?
?
bike
bike
bike
bike
?
embodied energy and water
could have been more effectively
communicated
failed to recruite other designers 
?
03 : reflection
local and organic would 
obviously have been better
Project 04 : SLF07 Interdependence Mandala
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bike SLF07
?
?
?
?
?
?
?
?
?
?
? ?
+
mandala
Buddhism SLF07 theme
“…you’re a part of it”
communicate
collaborate
promotion  
recruitment
documentation
with other designers:
Communicate and develop:
Cradle to cradle
Sustainable design practice
ephemerality
interdependence
no waste
embodied energy
recycling not “down cycling”
www._________.com
01 : intention
Grocery store
rice and grains
Yellow Split Peas
Red lentils
Urid Whole (Black)
Moong Whole (Green).
Moong Split
Adzuki
Basmati Rice
Red Rice
Red Kidney
Kala Channa
Hot Chilli Powder
Urid Split
Brown Lentils
fabric store
calico
embodied energy and water data
Community Garden
sunflower
02 : action
?
?
?
?
?
?
SLF07: Edge Theatre
Posters 
& Flyers
Soup mix
Food Not Bombs
Soup mix
: dreamspheres
?
?
bike
bike
bike
bike
?
embodied energy and water
could have been more effectively
communicated
failed to recruite other designers 
?
03 : reflection
local and organic would 
obviously have been better
A real opportunity here was 
missed: communication of 
embodied energy and water 
of the work should have 
been illustrated within the 
work itself. Take away flyers 
would have been more useful 
as story cards to support 
education of these issues.
Inspite of its flaws, 
at least this work 
can be eaten!
Ideally the materials for the 
project should have been locally 
grown and organic (as such it 
may have ben more appropriate 
to use leaves and dirt!) 
Economically  this was not 
affordable and so compromises 
the credibility of the work.
04 : communication
Project 04 : SLF07 Interdependence Mandala
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“veggie bags”
communicate
Triple bottom line
sustainability practice
mandala
Retail
Website
Retail
• nlyon netting
• polyester thread
• cotton string
China?
China?
China?
sea cargo?
trucks? bike
Home
sewing
machine
• reduce plastic bag consumption
• re-usable object
• audience education:
Values + Principles
avoid landfill at all opportunities
minimise wastage
re-use as much as possible
repair when broken
recycle when beyond repair
transparency + honesty: not the perfect product 
constant review and improvement in sustainable practice
no sweat shops (home made)
cradle to cradle
Audience feedback
How else can they be used?
www. .com
01 : intention
organic elements 
(Victoria Market)
CERES
“sales” pitch
• clifton hill + the $2 for 10 greengrocer
instructables.com
mail order
DIY
open source
peers
“name” ideas
onestringbag
www.instructables.com
02 : actionend of lifeProduct Stewardship
• producer responsibility
recycle
recycle
recycle
recycle
Wholesale
• printed tag (acetate)
Ecocern
Australia
100% post 
consumer 
recycled
Supply chain is 
complex and hidden
FOE
• recycled 
card & paper
courier (van)
bike?
onestringbag
becomes meme like
owned by the audience
becomes a ‘tactic’ for other issues
?
03 : reflection
but what was the paper 
recycled from?
possibly one of the most uncomfortable experiences of the project
not just ‘s elling’ a bag but a complete philosophy
Project 05 : onestringbag
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“veggie bags”
communicate
Triple bottom line
sustainability practice
mandala
Retail
Website
Retail
• nlyon netting
• polyester thread
• cotton string
China?
China?
China?
sea cargo?
trucks? bike
Home
sewing
machine
• reduce plastic bag consumption
• re-usable object
• audience education:
Values + Principles
avoid landfill at all opportunities
minimise wastage
re-use as much as possible
repair when broken
recycle when beyond repair
transparency + honesty: not the perfect product 
constant review and improvement in sustainable practice
no sweat shops (home made)
cradle to cradle
Audience feedback
How else can they be used?
www. .com
01 : intention
organic elements 
(Victoria Market)
CERES
“sales” pitch
• clifton hill + the $2 for 10 greengrocer
instructables.com
mail order
DIY
open source
peers
“name” ideas
onestringbag
www.instructables.com
02 : actionend of lifeProduct Stewardship
• producer responsibility
recycle
recycle
recycle
recycle
Wholesale
• printed tag (acetate)
Ecocern
Australia
100% post 
consumer 
recycled
Supply chain is 
complex and hidden
FOE
• recycled 
card & paper
courier (van)
bike?
onestringbag
becomes meme like
owned by the audience
becomes a ‘tactic’ for other issues
?
03 : reflection
but what was the paper 
recycled from?
possibly one of the most uncomfortable experiences of the project
not just ‘s elling’ a bag but a complete philosophy
Meeting the greengrocer was a an 
uncomfortable experience, selling 
something to some one who saw 
the ‘eco’opportunity. The honesty 
of his response to the price was a 
reminder that  people were only 
just understanding ‘being green’. 
Understanding sustainability is 
another big step, but something 
this project could help build.
Open sourcing the design 
educates and enables the end 
user. Helps the idea spread 
faster. And becomes a tactic (de 
Certeau) to help deal with the 
problems encountered in selling, 
Cradle to Cradle, and limits to 
investment of money and time.
Project is large and 
open ended and can be 
upgraded to be more 
effective as an 
educational tool.
On the small scale doing a 
complete Cradle to Cradle 
approach for onestringbag is 
not realistic without major 
investment.
Supply chains are not 
transparent, so onestringbag 
can only claim to be a 
re-usable product not made 
with sweatshop labour.
04 : communication
Project 05 : onestringbag
Protest
Design Critical 
Design
Open-source Design
Slow design
Co-design
Service design
User-centred design
Design Activism
enabling
design of systems
design method
3 E’s
TBL Triple Bottom Line + One
Sustainability
Design for 
Sustainability
Framing
Permaculture
Tactics and 
 “Making Do”
don’t think of 
an elephant
de Certeau
permculture design 
certificate
cradle to cradle
Sustainable Everyday 
Project (SEP)
ethics redirecting 
practice futuring
(tony fry)
Chapman & Gant
atn leap global 
sustainability
Principles: Sanborn, 
Hanover, etc…
offers tactics to make 
the most of situation
framing is 
a tactic
sustainable 
consumption
consumption
design + politics
culture jamming
prosumer?
consumer 
producer?
ethics
deeply philosophical 
intimidating
difficult to understand
manzini & jegou
Key terms in conclusion
Literature
notes
6  8
grc 07
6–8 may
penultimate
2nd 
draft
3rd 
draft
final 
dvr
permaculture
course
7           19
slf
velorock
15    17 6  8
26
grc 08
october
examination
29
peter harper
zero carbon 
britain
additional reading 
on interaction 
design research 
methods
21
mapping & reflection
grc 6
mapping
preparation 19  21
power of
community
john calvelli
visits
15
a crude 
awakening
@ nova
grc 5
51   3
tassie
12   13
slf
16 18
onestringbag
STAMP
12
2006 2007 20082005 meme typing pool slf06 wishing tree slf0  mandala onestringbag
‘open source’ design
‘positive framing’
fear of co-option
playing with the idea of memes
culture jamming
anti-design
disengaged practice
re-engaging
values based practicewanting to be a
     ‘green’ designer recycling vs.downcycling
the hidden
changing understanding of sustainability
reflective mapping and writing
hyper critical 
of ‘green’ d sig
creating a meme
100%?
subversion
bike tv &
city repair
9 july
civilian emergency
25 june
cradle to 
cradle
manzini sep small is
beautiful
don’t think of 
an elephant
nova: a crude
awakening
5  jun
veil: 
francois jegou
1 nov
ted: 
edward 
burtynsky
12 sept
*open source!
bags on sale! diy
tags on order
rose st 
market
first 
mail order
stamp
made
deep ethics
22 july
mental speed 
bumps (slf)
22 july
inconvenient truth
22 july
instructables
20 july
fostering 
sustainable 
behaviour
13 nov
atn leap 
global 
sustainability
9 oct - 18 dec
radical 
media
16 apr
freggie sac
9 jul
designers atlas
good
mscp 
images of nature: a philosophical 
introduction to an environmental ethics
april–july
permaculture
design certificate
7-19 jan
designers atlas,
good,
permaculture
principles and
pathways
grc 2 : 14–16 october 2005
Subversion by design / Of no commercial value
Exploration of the area of subversion by design, how design and
consumerism might be subverted to encourage thinking and dialogue.
(to be restated)
grc 1 : 27-29 may 2005
: Subversion by design / Of no commercial value
grc 3 : 2–4 june 2006
Subversion by design 
Exploration of the area of subversion by design, 
how design and consumerism might be subverted 
to encourage thinking and dialogue 
about the environment and sustainability.
(to be restated)
grc 4 : 20–22 october 2006
how might a communication designer lead a more environmentally
and personally sustainable creative practice?
OR 
the adventures of an ecologically conscious communication 
designer and what i've learned so far.
grc 5 : 1–3 June 2007
Interconnections: a communication designer 
engaging others in a conversation about 
the process of sustainability.
grc 6 : 19–21 October 2007
Provoking enquiry: engaging others in an ongoing 
conversation about the issues of sustainable living 
and sustainable design practice…
grc 7 (penultimate) : 6–8 june 2008
Sustainability in communication design and 
the search for authenticity in practice.
evolution of research qs
projects
teaching
incidents:
readings and 
encounters
shifts in practice
inversions
‘Does humanity have a creativity problem?’
If so, can we ever define it and, if so, can we create media 
to help solve this problem?
‘Human beings cannot avoid designing nor ethics. 
 All human activity, including design activity, shapes the future: 
 What do you do now?’
‘Global warming : Our question is why has it taken so long for this awareness to 
 percolate through to the general public, and why did it only happen last year?’
// Adventures + Experiments in Interaction Design:
    An understanding of this field will broaden your vision of design 
    and it's importance to society and how you will contribute to it.
The challenge we are issuing to Second Year in this course is:
Does humanity have a creativity problem? And…
If so, can we ever define it and, if so, can we create media to help solve this problem?
If not, how can we use media to arguably demonstrate this position?
Human beings cannot avoid designing nor ethics. 
This is because all human activity, including design activity, shapes the future.
Considering the discussion in the first class: What do you do now?
This course will explore this question through research and practice.
the problem
The environmental limits to human growth were first discussed (in Western discourse) by 
Thomas Malthus (1798). Western scientists have been investigating the evidence for the 
dangers posed to humanity's survival by our environmental impact since the 1950's. 
Global warming itself, as a human driven process, has been discussed in scientific circles 
since the 1960's. It has taken until now (2006-2007) for this issue to become one of 
absolute public currency.
the challenge
As can be seen, this is a 209-year conceptual gestation. Our question is why has it taken 
so long for this awareness to percolate through to the general public, and why did it only 
happen last year?
the problem
The environmental limits to human growth were first discussed (in Western discourse) 
by Thomas Malthus (1798). Western scientists have been investigating the evidence for 
the dangers posed to humanity's survival by our environmental impact since the 1950's. 
Global warming itself, as a human driven process, has been discussed in scientific circles 
since the 1960's. It has taken until now (2006-2007) for this issue to become one of 
absol te public currency.
the challenge
As can be seen, this is a 209-year conceptual gestation. Our question is why has it taken 
so long for this awareness to percolate through to the general public, and why did it only 
happen last year?
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